




















HORN OF PLENTY: fragment*

André Spears

The premise: After the ultimate move in a game of Tarot the narrator has
fallen into a deep trance, from which he is trying to awake. He describes
his experience in imagined letters to his Love.

When the Phosphorescent water
stopped cascading,
and the circular Rainbow
disappeared,
the gate behind which
the water had been falling
unlocked itself
and opened.

Simultaneously,
I find myself removing
a Red “Horn of Plenty”
from my mouth...

A rope with a large Gordian
knot in it, the first
in a series of similar knots,
hangs from a Metal ring
on the ceiling, and leads
down a dark shaft.

My back is against a wall;
I grab onto the rope
above the highest knot,
put my feet on
the knot below
and start climbing
toward the bottom,
where I think I see light.

I count the knots
on the way,
but somewhere past two thousand
I lose track;
the light is real
and getting closer.

At the end of the shaft
I let go, and jump
onto a vast and luminous
stretch of sand.

* “The end is in the beginning and yet you go on.” — Samuel Beckett, Endgame





I have entered the site
described in Everyman’s
Handbook of Splendors:
the Tunnel of Set,
under the City of the Pyramids.

Before me, in the canal,
under an arched ceiling
of polished Alabaster,
lies a White Paper Boat,
pristine and immense.

It sits in the water between
an Illuminated Earthen Bumper,
where the canal begins—
like the Bumpers of Neo Lione’zz
before the Flood—
and a Pearl Gate that blocks access
to the rest of the waterway—
like the Gates of Heaven
in Doktor Vibes’ Keys to Success.

The sand all around shows signs
of having been walked on,
and is littered with Débris.

I notice two shining Elevator doors
further down by the Pearl Gate,
past the bow of the ship;
yet, strangely, there is no path
leading to them...

This confirms the Aporia
encrypted in my Situation.

I start to reason:
IF...
to the Bumper
as Inkwell of Mind,
surmounted by the Flame
of Attention
under the Red Dome
of the Multiple Task,
corresponds the Blank Page of Matter,
on the Waters of Natural Selection,
across the Sands of Time,
then...
the Elevator doors are the Portal
to the Mysteries of loo’zz’loo’zz…





I make my way toward them,
and, when I get there,
push the button on the wall.

I wait.

When the doors finally
open, I see before me
a dark open space.

In the floor is a big
lever, pulled to one side
and fastened with wire
to a Projective row
of Metal shelves
that recede and disappear
into the darkness behind.

On the shelves are Miscellaneous
objects of Metal, wood, Plastic,
cloth, Nylon, glass...

As I am about to step
through the doorway, I realize
that I no longer have
the Red “Horn of Plenty”
in my hand.

Thinking that I dropped it
somewhere behind
in the sand, I watch
the Elevator doors close again,
and turn to retrace my steps.

The Revelation occurs to me
that the objects in the sand
are Débris from the Marriage
of Purgatory and Hell.

I hurry back to
the last group of objects
that I had encountered—
two sealed jars labeled “Power Flex,”
one heavy-duty Spring
and a tubular Pink dispenser—
only to find a pile
of rope and a Rusty Lamp.





Continuing further,
I rediscover a Silvery Balloon
with coiled ribbons...
but then I remember
that between the Balloon
and the Spring
lies the spot where I saw
Doll parts (two left arms
and a head full of hair)...
so I turn around, bend down
and pull from the sand
a fragment of Spray Can
and the sole of a shoe—
but no “Horn of Plenty.”

I go back to the Balloon.

More entangled rope
and Doll parts, but still
no “Horn of Plenty.”

I look to my right
at the Central Fold
of the Paper Boat,
and ask myself whether
the “Horn of Plenty”
was in my possession
when I was here
on the way over.

I think I remember,
after jumping off the rope,
approaching the Paper Boat
with the Talisman still in hand...

The mound of bottles
and Medicine Bag
had drawn my attention.

I dig there,
and, though I turn up
more bottles and rope,
more jars and tubes,
some shredded clothing
and a broken Lamp,
I am still at a loss.

Maybe it fell to the ground
when I first jumped off...

I return to my starting point—
jugs, cans, a Circuit Board,
a Chariot wheel—but no Talisman.





I turn yet again
and go back
toward the Paper Boat.

I rummage through the sand...
no success.

I give up.

Returning to the Elevator,
I cannot avoid seeing more rope,
more bottles and boxes,
a twisted window frame
and a one-sided ladder,
a Charred Maypole,
a dis-Colored cushion,
another Balloon
and a hat marked “Axl’hammer’s.”

I reach the Elevator doors.

I push the button again,
and wait.

After a while the thought
occurs to me that I might
have misplaced
the Red “Horn of Plenty”
right away, at the top
of the shaft, where
the knotted rope
is attached to the ceiling—
but just then,
the Elevator doors slide open.





Exploding Bodies, Fragmented Territory: Hamas’ Martyr-Images and Palestinian Land-Body
Metaphors

Lisa Vinebaum

This writing examines Hamas’ commemorative images of its suicide bombers within a contemporary
history of Palestinian self-representations in which the body is invoked as a metaphor for land and for national
and territorial  aspirations. I  trace the evolution  of Palestinian  land-body metaphors beginning  in  1948,  from
those of powerlessness cast in defeat, to those of empowerment and resistance, and most recently to those of
militancy and  defiance as  evidenced in the Hamas images. On one hand,  the exploded, shattered  body of  the
Hamas suicide bomber is a metaphor for Palestinian territory under occupation, particularly in the West Bank
where it is fragmented  by  Israeli settlements, bypass roads, and  most recently,  the security wall. However
because Hamas carefully  constructs its  commemorative images to visually depict  each and every deceased
suicide bomber as a whole, defiant martyr with explosive potential, the images also attest to Hamas’ desire to
wreck havoc on the Israeli body politic and its own self-image as a strong, secure nation.

Palestinian land-body metaphors  emerged in the  context of, and constitute a  direct response  to, the
ongoing and  often violent territorial  conflict with the state of Israel. As such they also reflect key dates and
phases in the Palestinian struggle for national and territorial rights: First, the establishment of the state of Israel
and the displacement of over  half the Palestinian population in 1948; second, the emergence of a Palestinian
resistance  movement in the 1960s; third,  the intifada (uprising) of 1987-1993; fourth,  the (failed) Oslo
negotiation period of 1993-2000; and finally, the current al-Aqsa intifada that began in September 2000. Given
the profound developments in Israel and Palestine since January 2006 the notion of what might constitute the
current phase of the Palestinian national struggle is somewhat tricky. The election of a Hamas-led government in
January 2006, the escalation of Israeli military force (most recently, extending beyond the occupied territories
and into Lebanon), the  election of the Kadima party by Israelis in March 2006 and its stated intention of
unilaterally finalizing Israel’s national borders by 2010, are likely to indefinitely deter any settlement toward a
two-state solution and a lasting peace.

This writing focuses on Palestinian modes of self-representation in literature, with additional examples
from contemporary visual art. Palestinian self-representations and their reliance on land-body metaphors must
be situated in the larger  context of  nationalist discourses, whereby modes of self-representation perform a
central role in shaping a nation’s collective identity and self-image. In so doing, they provide an idealized self-
image of the nation. “The representations that individuals and communities create of themselves, their past and
their  homeland are contoured by  numerous factors, in particular by the desire of  how they wish  to see
themselves” (Sherwell, 2003 pp.125-126). Palestinian self-representations in literature and visual art are key to
understanding the process by which Palestinians imagine themselves as a nation, especially in the absence of any
clear national borders.

Hamas’ commemorative images of suicide bombers

Hamas (Harakat al-Muqawamah al-Islamiyya), meaning zeal, is the Arabic acronym for  the  Islamic
Resistance Movement1. Hamas was formed in 1987 with the self-declared objective of “destroying the Zionist

entity that occupies Palestine, and establishing Palestine from the sea to the river based on Islamic principles”2

An  extremist  Islamic  fundamentalist group primarily associated with  terrorism and violence against Israelis,
Hamas is also a socio-political  movement (Mishal and Sela) that won control  of the Palestinian  Authority in
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elections held last January. Its military wing, and in particular the Izz al-Din al-Qassam Brigades, is responsible
for the suicide bombings that since April 1994 have killed hundreds of Israelis3. Hamas refers to these attacks as

martyrdom operations and accordingly it commemorates each and every suicide bomber as an Islamic martyr and
hero.  Among its  most prevalent  modes  of public  commemoration are  memorial images of suicide bombers-as-
martyrs, produced as print posters and displayed in public spaces across the occupied territories. These images
are also disseminated digitally as  high-definition  jpeg images available for download from Hamas’ various
websites.  While other  Palestinian militant groups such as the al-Aqsa Martyrs Brigades and  Palestinian Islamic
Jihad also produce commemorative images of their suicide bombers, my focus here is exclusively on  those
images created and disseminated by Hamas.

I use the term “martyr images” to describe these Hamas images, because they memorialize every suicide
bomber as a martyr who sacrificed his/her life to advance the cause of establishing an independent Palestinian
Shari’a (Islamic law) state in Palestine. Hamas’ slogan states that martyrdom, “death for the sake of Allah is the
loftiest of its wishes”4. The Hamas images use photographs of the martyr-to-be, taken just before her/his suicide

mission, yet they are produced and disseminated after the suicide bomber’s deployment (and in cases of failed
attempts, after their  capture by the  Israeli army). While each individual image is unique, certain  types of
imagery and symbolism play a prominent and recurrent role. The suicide bomber is always photographed looking
directly at the camera, wearing military fatigues, holding an assault rifle in one hand and the Koran in the other.
They wear a green and white headband (the colors  of Hamas) and often pose in front of a large green Hamas
banner. They also wear military  belts and pouches  around  their waists, referencing the deadly suicide  belts
packed with explosives. Also prevalent in these martyr-images are photos of Islamic holy sites such as mosques,
and the al-Aqsa mosque in Jerusalem in particular5. Flames, fire, and  explosions,  exaggerated using digital

imaging software,  often  occupy the background areas or are used  to  link various  visual  elements and photos
together. As well, the images are inscribed with text that hails the deceased suicide bomber as a martyr. Verses
from the Koran are often cited, as are excerpts  from the bombers’  farewell  testimony recorded prior  to their
attacks, in which they express their reasons and desire for martyrdom. Some of the Hamas images also depict
scenes of Palestinian repression  by  the Israeli army; of masked Hamas guerilla fighters  marching at
demonstrations and/or possibly during training exercises; and scenes of the aftermath of suicide attacks against
Israelis.

The visual  construction by Hamas of its suicide  bombers as Islamic martyrs occurs  through the
juxtaposition of specific imagery repeated in each and  every commemorative image of  each and every suicide
bomber. The combination of military fatigues and weaponry, together with the Koran and other symbols of
Islamic devotion, depict the suicide bomber as an Islamic martyr, in line with Hamas’ objectives that tie
Palestinian  national aspirations to  Islamic  faith, and military objectives to religious ones: “Hamas regards
Nationalism (Wataniyya) as part and parcel of the religious faith. Nothing is loftier or deeper in Nationalism than
waging Jihad against the  enemy and  confronting  him when he sets foot on the land of the  Muslims”6. The

juxtaposition of elements of religious worship together with military zeal constructs a visual narrative of Islamic
martyrdom, resistance, self-sacrifice and immortality.



Above: Hamas image of Reem al-Riyashi, its first and to date only female suicide bomber. She blew herself up on the Gaza-Israel border in
January 2004, killing four Israelis and wounding three Israelis and four Palestinians. The text reads as follows:7

In the Name of God the Almighty and Most Merciful
bism illah ir’rahman ir’rahim

"Think not of those who are slain in Allah's way as dead. Nay, they are living. With their Lord they have provision.” *
wala tahsabanna allatheena qutiloo fee sabeeli Allahi amwatan bal ahya‘un ‘inda rabbihim yurzaqoon

The Martyr Ezzedeen Al Qassam’s Brigades
kata‘ib ash shaheed Ezzedeen Al Qassam

She is regarded in the eyes of God as the woman Martyr and freedom fighter
tuh’tassab ‘ind allah ash shaheeda al mujahidah

Reem Saleh Al Riyashi

For the sake of my religion I have forsaken my home / min ajl deeni qad hajartu diyariya
and have left my children in the homeland crying / wa taraktu abna’iya fil bilad bawakiya

The love of jihad has streamed through all my insides / ‘hob aj jihad sara bikulli jawani’hiya
I have paved the way for jihad with my blood / arkhastu fee darbi il jihad dima’iya **

* Quranic phrase from Surrat Al Imran (The Family of Imran) paragraph 3 verse:169.
** Rhyming verse likely written by al-Riyashi herself. Al-Riyashi was the eighth Palestinian woman and the first
mother to become a suicide bomber.
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Nationalism and national narratives

As a cultural construct, the nation plays a central role in the formation of  national identities.
Nationalism is a discursive formation (Calhoun, 1997) through which national identities are  established and
reinforced. National identity, like other forms of identity and categorization such as gender, race, and sexuality,
is culturally constructed, and like these other forms of identity, it is also open to challenge and revision.

The nation is also the product of narrative, of “textual strategies, metaphoric displacements, sub-texts
and figurative stratagems” (Bhabha, 1990 p.2).  Meanings and symbols of national life are established and
disseminated through narration (Day and Thompson, 2004). “The histories of nations are presented to us in the
form of a narrative which attributes to these the continuity of a subject” (Balibar and Wallerstein, 1991 p.86).
National  narratives also assume a correct ordering or placement “of  the constituent  elements of  the  nation”
(Layoun, 1992 p.411), implying a natural relationship between the nation and its narrative. Layoun notes that
this process of  narrativization whereby  certain facts or events are privileged  over others under the guise of
creating a national  narrative  results in the emergence and reinforcement of a dominant national narrative
(1992).

The Palestinian national narrative can be considered a counter-narrative (Bhabha, 1991) to the dominant
Western and colonial Israeli narrative. The Palestinian national narrative is a subaltern one that has been elided,
discredited, negated, and silenced by Israeli and American, and to a lesser extent Arab national interests that
continue to deny the authority of the Palestinian narrative of dispossession from the national homeland and its
accompanying  narrative of return (Said, 1984). Since 1948 the Palestinian  national  narrative  has been  one of
displacement and exile. However, Said notes, Palestinian self-determination and the return to a Palestinian
homeland first and foremost  necessitate the acknowledgement of a  legitimate claim to that  homeland. The
narrative of the prior existence of a territorial  homeland that warrants a return has yet to be accepted in the
West, thus Palestinians have also been denied permission to narrate, to tell their national story (1984).

The nation is often  conflated with  nation-statehood and with fixed  territorial boundaries and
delimitations. Yet “boundaries  of  nation never  coincide with those of so-called  ‘nation-states’ ” (Yuval-Davis,
1997 p.3).  Ironically  the emergence of  the modern  nation coincided with one  of  the largest periods  of mass
migration in the west, and colonial expansion in the east (Bhabha, 1990). Exile and territorial displacement are
the  central features of the Palestinian  national  narrative and identity. The  Palestinian  nation  has  no  fixed
territorial borders and none of  the internationally  recognized markers of “nation” in the  terms that  would
constitute a sovereign  nation-state.8 The very territory  that could constitute  the Palestinian  nation-state is

contested;  until recently, Palestinian  national identity itself was a  designation whose  very  existence was
contested and denied by the Israeli state.

This is not  to say,  however,  that Palestinian  national identity is  exclusively linked to geographical
location. Palestinian nationalism itself differs significantly from other kinds of nationalism that operate within
fixed national borders and boundaries,

Palestinian nationalist discourse is fundamentally informed by the desire for the lost object: the
homeland. Therefore the imagery or representational practices of Palestinian nationalist discourse have
not grown out of the stability of a nation, but emerge from the desire for a nation state. This desire is
compounded by the fact that the particular nationalist landscape is not simply a space of longing, but
that it once in recent history was a space in which Palestinians lived, which is now inhabited by another
people. This distinguishes the context for the mode of representation in Palestinian nationalist discourse
from other nationalist discourses (Sherwell, 2003, p.131).
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Literature and the nation

Literature occupies a  privileged place in  nationalism (Amireh, 2003) and this is  especially  true of
Palestinian literature because

it is precisely the lack of a common political home that has made the construction of a national
literature so important  to  contemporary  Palestinians. In the absence of an available  nation-state, the
development of a national literature has enabled Palestinians to reinforce their sense of themselves as a
distinct people and to  express solidarity across  the  disjunctive locales of Palestinian  existence in the
face of repeated political reversals and calamities. Literature, that is, is one of the ways in which the
scattered sectors of the Palestinian people can be imaginatively connected in the here and now even if
actual statehood remains constantly deferred (Cleary, 2002 p.86).

Cleary, writing about Palestinian literature in  the larger  context of colonial and partition situations,
notes that the first aim of Palestinian literary writing is to “offer a Palestinian  counter-narrative to the  more
established Israeli version”  (2002  p.192). Outside  of the  Arab world, where  the Palestinian narrative is more
prevalent, the  Israeli  version of history tends to  be the dominant  one. Thus the  larger  goal of the  Palestinian
literary  narrative is to “challenge the suppression of  the Palestinian version  of  events and  to insert the
Palestinians back into history” (p.193). The second task of Palestinian writing is what James Clifford calls
“textual rescue”, and what Edward Said refers to  as the reclamation of the Palestinian landscape via the
imaginary (both cited in Cleary 2002). Because so much Palestinian land has been claimed by Israel — not just
physically,  through settlement and  confiscation  — but also through language and the re-naming of Palestinian
villages and towns in Hebrew, Palestinian literature plays a central role in describing Palestinian villages and
towns subsumed by Israeli control (Cleary, 2002). Third, Palestinian writing seeks to reconcile and come to terms
with the trauma provoked by the loss of the Palestinian homeland in 1948. “One of the functions of writing in
such situations is to perform the work of mourning (trauerarbeit) — a necessary and inevitable part of any
longer-term process of historical recovery” (p.193).

Homeland as the focus of Palestinian literature

Land is the central theme in Palestinian literature. Since 1948 the Palestinian national narrative  has
been one of the Palestinian homeland possessed by another: by Israel. That year saw the creation of the state of
Israel and the mass displacement of Palestinians from their land. Known as Al-Nakba (the catastrophe), 1948 is
the defining  moment of contemporary Palestinian  history and  national identity. The state of Israel  came into
being on May 15, 1948. By that  date 750,000 Palestinians  — over  half of the 1.4 million Palestinian Arabs in
Mandate Palestine — fled or were driven from their land. The remaining Palestinians were reduced to a small
minority within the newly independent state of Israel, which controlled 77 percent of the territory of what had
been Mandate Palestine. By the time Israel signed its final armistice agreement in July 1949, over 400 of 500
Palestinian villages were  taken over by the  Israelis, their inhabitants displaced and their land  confiscated.
Overall, over 18 million of the country’s 26 million dunams of land shifted from Palestinian to Israeli control.
Jordan assumed control of those areas of Palestine west of the Jordan River, and Egypt took control of the Gaza
strip. As a result of al-Nakba, most Palestinians found themselves displaced from their land, dispossessed of most
of their property, and living under foreign rule9. Writing about  the impact of 1948 on the Middle East  more

generally, Rogan and Shlaim observe that  no other event has marked Arab politics in the twentieth century as
profoundly as the establishment of the state of Israel (2001)10. 1948 constituted a crisis in narrative within the

Arab world in general, and for Palestinian writers in particular: “nothing in his [sic] history, that is, in the
repertory or vocabulary  provided to  him by his historical  experience, gave  him an adequate  method for
representing the Palestinian drama to himself” (Said in Cleary, 2002 p.193).
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Ami Elad-Bouskila identifies four “watersheds”, or key dates, in contemporary Palestinian history. Each
one is  linked  to specific  themes and developments in  Palestinian  literature. They are: 1948 and the
establishment of Israel; 1967 and the seizure of what were to become the occupied territories of the West Bank
and Gaza; the start of the first intifada in 1987; and the signing of the Oslo Peace Accords between Israel and
the Palestine Liberation Organization in September 1993. Each phase is also associated with a specific land-body
metaphor in Palestinian literary writing.

Phase I: Metaphors for disempowerment and displacement

Prior to 1948, men’s and women’s bodies were invoked as metaphors for the Palestinian homeland and
for  the revival and redemption of  the land (Katz, 1996-a, 1996-b).  With the loss of the national homeland in
1948, the bodies of both men and women became metaphors for the loss of the land, for displacement and exile.
The Palestinian man, displaced from his land, can no longer provide for his family. Accordingly, he is portrayed
as feminized and infertile. The Palestinian homeland is depicted as a woman’s body possessed by others,  and
rape is used as a  metaphor for the lost homeland. Defeat and loss of the Palestinian homeland are expressed
metaphorically on one hand as the loss of male virility, and on the other, as the loss of female virginity or honor
(Amireh 2003).

Masculinity was defined by one’s ability to provide for his family, to protect his land and his women, to
the power to rule oneself in his own land rather than be ruled by others (Katz 1996-b). Exile and displacement
from one’s land were signs of diminished manhood. After 1948, the Palestinian man faced a crisis in masculinity.
Displaced from his land, he is depicted as emasculated, infertile; the land, having lost its ability to sustain its
people, is depicted as barren (Katz 1996-a).

Published in 1963 but set ten years after Al-Nakba, in 1958, Ghassan Kanafani’s novella Men in the Sun is
one of the seminal literary texts to depict Palestinian men’s degradation and dislocation from his land using the
metaphor of diminished masculinity. Men in the Sun is the story of  three Palestinian refugees who  make a
desperate attempt to cross the Iraqi border into Kuwait in an effort to find work, having lost their ability to work
their own land. Men in the Sun is a tale of masculinity in crisis. “The loss of homeland in 1948 is identified with a
loss of manhood and with a failure of the paternal function that throws familial relations into disarray” (Cleary,
2002 p.210). The fourth Palestinian protagonist, Abul-Khaizuran, drives a truck for a rich Kuwaiti businessman.
He offers to smuggle the three refugees across the border into Kuwait. However he is delayed by Kuwaiti border
officials on  the  crossing from Basra, and  the  three  refugees suffocate to death in  the sweltering  heat in  his
truck.

Men in the Sun “is a narrative replete with fallen fathers and with sons that bitterly resent having to
take  up  the paternal legacy and who display a marked  hostility... to any attempt to insert them into the
conventional family and sexual system”  (Cleary, 2002 p.211). Men in  the Sun can be  read as a story  of
Palestinian  hopelessness and despair:  Written at a time when  there was no official Palestinian  resistance
movement, and when the pan-Arabist project was  on  the brink of failure, it  confronts its readers with the
possibility  that  no one,  not  the Palestinians and  not the  Arab states, can rescue  or reclaim the Palestinian
homeland. The novella’s pessimism and its avoidance of any sort of redemptory outcome confront us with the
possibility of the disappearance and erasure of the Palestinian nation (Cleary 2002)11.

The ultimate symbol  of  emasculation and the loss  of male virility as a result of  his displacement from
Palestine is  Abul-Khaizuran’s  castration after stepping on a landmine in 1948. The castrated male refugee is
depicted as powerless, emasculated, feminized.12 But Kanafani’s use of the fragmented body is also a metaphor

for the Palestinian homeland itself. Yet another character in the story, a woman named Shafiqa whom the father
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of one of the refugees marries, is an amputee. The damaged body, whether male or female, is a metaphor for
the disembodied Palestinian nation, for the  fragmented  landscape under foreign  control, for  the  damaged
Palestinian body politic.

Here the relationship between land and body is a literal one: The dismembered body is a metaphor for
the dismembered  homeland. The relationship between land and body  becomes more  complex in  the  Hamas
images, where the body  of  the deceased suicide bomber - a metaphor for a  homeland fragmented by Israeli
construction projects - is depicted as whole and defiant, and not as exploded and destroyed. This represents a

shift in the use of the body as a metaphor for land, to the image of the body as a metaphor for inflicting damage
upon the Israeli body politic. These observations will be elaborated on in more detail later but provide a key link
between Kanafani’s  use of  the dismembered body in the first phase of  the Palestinian national  narrative, and
Hamas’ use of the body of the suicide bomber in this most recent one.

The dominant national narrative in the post 1948 period is one of Palestinian loss, as evidenced in Men in
the Sun. Loss of land is equated with powerlessness, and powerlessness was central to Palestinian self-
representations at  this time (Amireh, 2003). However this begins to shift to  one of Palestinian resistance and
empowerment with the emergence of the Palestine Liberation Organization (PLO) in 1964.

Phase II: Self-images of resistance and empowerment

From the 1960s, an image of strength and power begins to dominate Palestinian national narratives and
self-representations. The image of the Fida’i (male guerilla fighter) became the symbol of the new Palestinian
national  hero and accompanied the rise of the Palestine Liberation Organization. This second phase of the
Palestinian national narrative, from approximately 1964 to 1987, is  characterized by a  narrative  trajectory in
which the Palestinian homeland can be reclaimed and redeemed by the Fida’i.

The emergence of the PLO soldier as a symbol of national liberation marked a shift from the use of the
body as a metaphor for the loss of land, to the use of the body as a metaphor for the redemption of the land,
and  for Palestinian  national and territorial aspirations. “Transformation  of humiliated refugees into a people
comes about through armed struggle, which,  beginning in the 1960s onward, redeems the emasculated
Palestinian man” (Amireh, 2003, p.754). Amireh observes that although some women participated in the armed
struggle, their participation in this capacity was limited. The image of the national hero, the guerilla fighter, is a
male one.

There is also a profound shift in  the  use of men’s and women’s bodies in literary  narratives, with an
emphasis on renewed fertility. The figure of the emasculated, infertile man is replaced with an image of male
virility, “The Palestinian male is now virile and as a result of  his remasculinization,  the land of Palestine is
fertile again” (Amireh, 2003 p.755)13. There is a renewed emphasis on women giving birth  not only to  the

Palestinian nation or homeland but also to the next generation of male guerilla fighters.

The emergence of the fida’i marked a dramatic shift in Palestinian modes of self-representation, from
those cast in defeat to those cast in resistance. Palestinian resistance — particularly after the conquest of the
West Bank and Gaza in 1967 — often assumed the form of violent resistance against Israeli targets by groups such
as the PLO. This too represents a substantial shift. The PLO guerilla fighter posed a legitimate threat to Israeli
security through acts of hijacking, bombings, kidnappings and other forms of lethal aggression. Thus the figure of
the fida’i also reinforced  the  notion that  violent  Palestinian resistance would always occur at  the  expense of
Israeli national security. Similarly, Hamas’ images of its suicide bombers also serve as a reminder of their ability
to wreak havoc on Israeli national security.
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Phase III: Uprising

The image of the male guerilla fighter continued to dominate the intifada (uprising) that constitutes the
third phase of the Palestinian national narrative, from 1987-1993. Intifada is the Arabic word for shaking off, in
this instance, the shaking off of the Israeli occupation of the West Bank and Gaza. Julie Peteet notes that the
intifada also represented a massive generational shake-up in Palestinian society. The intifada put young men at
the center of the Palestinian national struggle, in leadership roles previously reserved for older men (2000). The
most iconic image of the intifada is of young Palestinian men, heads wrapped in the white and black keffiyeh,
defiantly  throwing stones at  Israeli soldiers and tanks. As  the intifada progressed young  men became active
leaders, organizing activities such as boycotts and strikes. Because of their active roles in clashes with the Israeli
security forces, young men were also most likely to suffer injury and death. Masculinity, played out as bravery,
fearlessness, and a willingness to defend the honor of one’s community, was upheld by young Palestinian men
and not by their fathers’ generation. The  young man or shahid (martyr) has no fear of the Israeli army, even
under threat of death. Here the shift away from the PLO fida’i to the intifada shahids as the primary symbols for
Palestinian resistance and territorial aspirations is reflected largely in the generational shift in Palestinian self-
representations toward youth.

Peteet (2000)  further  observes  that  the specific ways in which  the male body was publicly displayed
during the intifada period also served to represent  Palestinian resistance, manhood/masculinity, and power.
Israeli attempts  to  humiliate and subjugate the shahids through beatings, torture and imprisonment  —  the
infliction  of  violence and  marks  upon  the body —  were instead transformed into symbols of  endurance and
resistance, masculinity and  heroism. The  battered  male body is recast as powerful: “The pre-given  defining
power of the collective Palestinian body, which requires a violently negating intervention [Israeli violence], lies
precisely in its assertive national identity, which in its very existence denies the mythical Zionist landscape of
Palestine” (Peteet, 2000 p.106)14. Here again, the  body is invoked as a metaphor for redemption of the

Palestinian homeland from Israeli control. The battered male body becomes a symbol of Palestinian power and
resistance.

Another defining  feature of the intifada period, is the more prominent  role  played by women and
children. The boy in particular occupies a central place in Palestinian literature of the intifada (Elad-Bouskila,
1999). The boy is a symbol of the Palestinian people under occupation: innocent, at a distinct  military
disadvantage, but  unafraid to take action against  the Israeli security forces. Children are  depicted throwing
stones at  Israeli tanks; they also represent  hope and the promise of a future Palestinian state.  In a story by
Qasim Mansur, the protagonist, an old man who lost his land in 1948 remarks,

The stone thrown by my grandson brought me out of my cave, the cave of loss, of dispersion, of
fear that paralyzes the human will... now I understand what foreignness is... My grandson understood it
more quickly than I did... Our grandchildren are the ships  that will carry  us  to a safe harbor  (in Elad-
Bouskila, 1999 p.95).

Women also became more visible and during this period. Early in the intifada women appear in literary
writings mostly in the role of the bereaved mother mourning the imprisonment or death of her son the shahid. As
the intifada progressed, women and girls  took a  more active  role in  confrontations with  Israeli soldiers,
participating in demonstrations, throwing stones, and intervening to prevent the arrest and harassment of the
shahids. On one hand,  the intifada offered women a new place in  the national struggle, in leadership roles in
popular organizations15. However women’s participation, while more visible and prominent, often manifested as
the public display of women’s traditional private (domestic) roles. Mary Layoun observes this transition in terms
of “inside” and “outside”. She notes that women’s place had traditionally been “inside” the home, as mothers
and wives, as “sustainers of life” (1992 p.412), and not on the streets throwing stones at soldiers or participating
in demonstrations. However as the home became an increased site for Israeli aggression (of arrests, harassment
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and even demolitions), and Palestinian men were beaten, arrested, detained,  exiled and even killed in larger
numbers,  there occurred an  erosion  of the boundary between inside and outside the home, and consequently
women  took to  the streets. Brinda J.  Mehta notes that the intifada simultaneously upheld and subverted
women’s traditional roles (2003). Her detailed study of Liana Badr’s novel The Eye of the Mirror analyzes the
ways in which Palestinian mothers in a refugee camp use traditional women’s tasks such as cooking, housework
and nurturing men and children, as forms of resistance against Israeli oppression.

A detailed analysis of women in the intifada lies outside the scope of this writing. The present discussion
of women’s roles reveals some of the complexities around gender roles but is more relevant in highlighting the
increased  visibility of women during this  period, in literature and  the  national  narrative more generally. This
trend would be sharply reversed toward the end of the intifada as a result of a shift toward the masculine and
the militarized in Palestinian society and its modes of self-representation.

Land-body metaphors in contemporary Palestinian visual art

Before examining land-body metaphors in the most recent phases of the Palestinian national narrative, I
wish to consider three land-body metaphors using  examples from visual art: the female figures of the mother
and the virgin, and the male figure of the martyr. This analysis relies heavily on studies of gendered land-body
representations of the Palestinian  homeland in art,  by artist and  historian Tina Sherwell. Sherwell notes that
these representations are central to the conception of both the Palestinian nation and the lost Palestinian
homeland, “Each  of these  figures represents different  characteristics of the homeland and the relationship
between the land and its inhabitants” (2003, p.132).16

More generally, Sherwell  notes, the  Palestinian  homeland is depicted in contemporary visual art  using
metaphors of the rural landscape, the village, and the peasant laborer. Rather than depicting specific individual
villages, the  elements that represent the ideal  village or landscape —  olive groves,  traditional harvests,
landscapes in bloom women and children — are woven together into a utopian, archetypal rural image that has,
in turn, become a symbol of the Palestinian nation. These idealized images of the landscape and the peasant
establish a link to a time when Palestinians were inhabitants of their own land; they also represent an idealized
vision of the future homeland. Within these images there is a focus on a specifically domestic landscape, and on
the figure of the peasant woman. “More than any other member of  the community the peasant woman in
traditional dress has come to be a marker of national identity” (2001, p.68).

The Palestinian  homeland is often depicted as a mother figure. Sliman Mansour’s painting The Village
Awakens (1990) depicts a peasant woman in gigantic proportions against the backdrop of a rural landscape in
which peasants tend the land, harvest wheat and olives and care for livestock; peasant workers  emerge  from
between her  legs.  Here  the  homeland as motherland is a place of security and  comfort. Sherwell also cites
literary writings by Fadwa Tuqan and Mahmoud Darwish, in which the connection to Palestine is described using
metaphors of a child’s biological bond to its mother, and by extension, exile from the lost  homeland is
metaphorized as the child’s separation from its mother (2003).

The figure of the virgin bride is also used as a metaphor for homeland. In yet another instance of the
wedding trope, Palestine is depicted as the virgin bride, her groom as the hero-martyr who sacrifices himself for
his bride, for  his  homeland. This  metaphor of the  female virgin bride, and  the  male  martyr, is depicted in a
painting titled The Martyr’s Wedding (1992) by Fayez al Hassan, in which the groom is being carried to his burial,
in other words, to his wedding to his virgin bride, Palestine.

Notions of male virility  have also evolved from their initial manifestations in the 1960s. The martyr
sacrifices  his life to Palestine; here it is not his semen but his blood that symbolically fertilizes  the homeland
(Sherwell, 2001). In the painting Untitled (1987) by Nabil Anani, a fetus grows from within the center of a tree,
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painted in the colors of the Palestinian flag; the tree is the womb, and the umbilical cord is one of its branches.
The land — in the form of a tree that was presumably inseminated by the martyr’s blood — gives birth to the
child. The mother has been effaced (Sherwell, 2003). This reflects a larger trend in Palestinian painting from the
1990s, in which women and specifically mothers cease to appear as metaphors for the homeland and for a desire
or longing for the homeland. The elision of the mother (and by extension, women) is consistent with Palestinian
national aspirations in which women “are simultaneously elided and idealized as the reproducers of the nation”
(Sherwell 2003 p.143).

One can trace a trajectory in the evolution of land-body metaphors in the Palestinian national narrative,
considered in this study in the context of literature and visual art. As the national narrative shifted from one
cast in territorial  conquest and defeat, to  one  characterized by  resistance  to  occupation and  the struggle for
territorial rights, the invocation of men’s bodies as metaphors for the Palestinian national struggle also shifted.
The male body, at first depicted as emasculated, castrated, infertile and lacking virility, soon became a symbol
for resistance, fertility and strength, embodied in the figures of the guerilla fighter and later the martyr. This
represents an overall shift, from 1948 to the present, from  the  use  of men’s bodies as metaphors for
powerlessness, to their invocation as metaphors for Palestinian empowerment. Women’s bodies, to the contrary,
were steadily  used  to metaphorize an idealized and at times nostalgic  connection to the homeland.  With few
exceptions, women’s depictions in literature and painting continued to be cast in more traditional gender roles
such as lovers, virgins, mothers, and nurturers.17

Phase IV: the exploded body of the suicide bomber

The signing of the Oslo  Accords between Israel and  the PLO is the fourth watershed in contemporary
Palestinian history (Elad-Bouskila, 1999), and it marks the beginning of the  fourth phase of the Palestinian
national narrative, the Oslo period, from 1993-2000.

The intifada ended abruptly with the signing of the Oslo Accords in September 1993. Formally known as
the Declaration of Principles On  Interim Self-Government Arrangements,  the Oslo Accords  established the
Palestinian right to self-government in parts of the West Bank and Gaza and stipulated a five-year framework for
negotiating a lasting peace between Israel and the Palestinians. The Accords sought to resolve the longstanding
conflict by making provisions for a two-state solution. Palestinians would be granted interim control over certain
areas of the West Bank, with the final territorial borders of a future sovereign state to be finalized during the
negotiation period. The Accords were hailed as offering a solution  to the Israeli-Palestinian conflict. However
they were also denounced and  criticized  by some Palestinians who perceived  them as a means of formalizing
Palestinian subordination to Israeli national interests (Cleary, 2002)18.

Instead of providing Palestinians with control over contiguous areas of land, the Accords further divided
areas of the West  Bank  that were already dominated by Israeli settlements, roads, checkpoints, and military
outposts. The Accords divided the West  Bank and Gaza into three zones:   Area  A, the autonomous area to be
under full control of the Palestinian Authority; Area B, to be under shared Palestinian (civil) and Israeli (military)
control; and Area C, which was to remain under full Israeli control. Area A, over which the Palestinian Authority
was to have full control, consisted of no less than 13 separate areas across the West Bank, and separated from
each other by geographical distance, and by Israeli settlements and bypass roads over which Palestinians have no
jurisdiction, and in some cases, no access rights whatsoever.

The Oslo period witnessed the emergence of the suicide bomber. First deployed by Hamas in 1994, other
militant Palestinian organizations would soon follow suit19. The exploded, shattered body of the suicide bomber

is a metaphor for the Palestinian territorial landscape, carved up and bisected by settlements and roads, and
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then further fragmented by its division into a series of separate zones under Oslo. I cite the suicide bomber as a
metaphor for the Oslo period in part to adhere to a temporal trajectory of Palestinian modes of self-
representations in response to key phases in the national narrative. Yet construction projects and discipline of
the landscape have been central features of the Zionist nation-building project going back to the end of the 19th

century, and the fragmentation of Palestinian territory can be said to have begun at that time20. Nonetheless, it

was during the Oslo period that the Palestinian suicide bomber emerged, and I consider it as a metaphor for the
territorial fragmentation that Oslo (directly or indirectly) imposed despite the best intentions of its engineers to
bring a Palestinian homeland into fruition.

Perhaps Oslo was doomed to failure in large part because, despite comprising less that two percent of
the total land in the West Bank, Israeli settlements have managed to impose complete control and geographical
fragmentation  upon  the  entire territory (Segal and  Weizman, 2003). Gideon Levy notes that the settlements
constitute the largest obstacle to peace, and observes, somewhat idealistically:

It is not difficult to imagine what would have  happened if the settlements  had not been
established; how the territorial aspect of the conflict would be so easy to resolve, how it would simply
dissolve into thin air, and  how the only  just borders, those of June 1967, would  have  easily become
Israel’s international borders, thereby separating it from the small Palestinian state and perhaps even
enabling peaceful relations (in Segal and Weizman, 2003 p.170).

Israeli settlements and bypass roads in the Occupied Territories separate and divide Palestinian villages
from each other, resulting in the loss of any contiguous territorial control, and irreparably scarring the landscape
of any future Palestinian nation-state. These Israeli construction projects can be seen as the embodiment of the
Palestinian body politic within the Israeli national body (Weiss, 2002). The Palestinian body politic is a de facto
stateless entity without fixed national borders — a body without organs (Deleuze and Guattari, 1987). What are
the “organs” of the Palestinian body politic, in the wake of Israel’s ongoing destabilization of its governing body,
the Palestinian Authority, as well as internal Palestinian conflicts and divisions?

The modern body politic — the modern state — is often represented by an image of a masculine, whole,
healthy, strong  body (Gaetens, 1996). This  metaphor is  evident in  Israeli-Jewish representations, which are
symbolized by the male T’zahal (Israel Defense Force) soldier (Weiss, 2002). Amireh (2003) notes a more general
shift toward the militarization of Palestinian society  during the latter stages of the intifada. She observes that
while the use of weapons was largely symbolic, it allowed Palestinian men to assert their manhood by putting
them on more  equal  footing with Israeli soldiers. Once depicted in opposition  to the Israeli body as a weak,
emasculated, defeated body, Palestinian representations toward the end of the intifada began to resemble more
closely  Israeli self-representations of the soldier as the symbol of the  nation. Suicide bombers,  depicted in
Hamas’ commemorative images as weapon-wielding, fatigue-wearing militants, can be seen as confronting Israeli
power and might as equals visually, if not militarily and technologically.

Until this point in  my analysis  I  have argued in  favor  of a specific  land-body  metaphor relative  to
particular phases  of  the  Palestinian  national  narrative. From this point on  I  note schism or gap between  the
physical body as a metaphor for land/territory, and the body’s visual depiction by Hamas. Whereas the suicide
bomber may be a metaphor for the shattered Palestinian territory under Israeli occupation, and further divided
under Oslo, Hamas’ commemorative images depict the suicide bomber as a militant whole — as a martyr.
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Phase V: The martyr and the al-Aqsa intifada

The al-Aqsa intifada, which began in September 2000, has the unfortunate distinction of being the most
violent phase of  the Israeli-Palestinian  conflict, marked by an ongoing escalation of  hostilities,  violence and
intransigence. This phase also marks the abandonment of the Oslo peace process, coupled with increased Israeli
military repression and economic deprivation of Palestinians in the occupied territories.

The martyr is an extreme form of self-representation (Sherwell, 2003). Hamas uses the exploding body of
the suicide bomber to wreck havoc on Israel. It uses the visual image of the martyr as an idealized self-image of
the Palestinian  nation: as a whole, powerful, defiant  entity. Hamas’ commemorative images displayed
prominently in public spaces under Israeli occupation serve as a reminder of Palestinian power to inflict
substantial damages upon the Israeli body politic. The Hamas images put themselves on par with Israeli modes of
self-representation that use the soldier as  the symbol of national strength and power. Hamas suicide bombers
explode in  Israeli public spaces,  unleashing death and destruction  upon the  Israeli population and in so  doing
seek  to  tear at the  heart of the Israeli body politic and its self-image as a whole,  healthy body. Even the
construction, by Israel, of a concrete security barrier has not been able  to contain the exploding body of the
suicide bomber.

Similarly, geographical  territory  cannot  contain the  dissemination and distribution of  Hamas’ images.
Scopic regimes, defined as politicized agendas and techniques of visualization, “regimens that prescribe modes
of seeing and  visual  objects” (Feldman, 2000, p.49), are linked to territorial control. “Canonical ideological
narratives” (p.71) — in this case, narratives of Islamic martyrdom and jihad — are expressed through images, and
the dissemination of such images in public space is  related to domination and control of space and territory.
When placed in Palestinian areas under Israeli occupation in the form of printed posters the Hamas images
represent an attempt to assert Palestinian control over public spaces such as buildings and walls; these images
are used to dominate contested physical terrain. When distributed over the Internet on Hamas’ websites, they
are used to dominate digital spaces. Disseminated over computer networks and dislocated from physical space,
Hamas’ images are targeted spatially as well as  visually. As phatic images (Virilio, 1994), Hamas targets  these
images across national and geographical boundaries using computer networks and the Internet; digital space also
becomes contested territory. A case in point is that Hamas’ English language websites have been outlawed under
anti-terrorism laws in various countries including the US and Canada, at times reappearing for brief periods of
time before being taken offline by the authorities again.

The figure of the martyr, ideals of martyrdom and sacrificing oneself for the Palestinian bride/homeland
have appeared  previously in literary and artistic  modes  of  Palestinian self-representations. The upsurge in
martyrdom as a widespread nationalist discourse during the al-Aqsa intifada is now also expressed in the political
rhetoric of organizations such as the PLO, Hamas and the Al-Aqsa Martyrs Brigades, and  not  only in  cultural
expressions (Sherwell,  2003)21. Hamas’ images of its suicide bombers  function as public  memorials that

posthumously  commemorate  the individual suicide  bomber as a  martyr, while simultaneously attempting to
destabilize  the  Israeli self-image as a strong and secure  nation. In so doing  Hamas’  martyr-images seek to
promote ideals of Islamic martyrdom and jihad, and as such they also perform a call to arms.
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ENDNOTES
1 Source: Hamas’ English language website <www.hamasonline.org/indexx.php?page=Hamas/Hamas_profile>. [Accessed  23 February 2006].
Page no longer available.
2 Hamas online, ibid.
3 The Israeli Ministry of Foreign Affairs lists 256 Israeli soldiers and civilians killed in Palestinian terrorist attacks between Sept. 13 1993-
Sept. 2000, and at 1,124 between Sept. 2000 and May 1, 2006. <www.mfa.gov.il/mfa/terrorism> [accessed  4 April 2006 and 4 Sept. 2006].
Separate data on Hamas terrorist attacks were not available.
4Hamas charter. <www.hamasonline.org/indexx.php?page+Hamas/hamas_covenant>. [Accessed 23 February 2006]. Page no longer available.
5 The al-Aqsa mosque has taken on particular symbolism as one of resistance to Israeli occupation. Situated on the Temple Mount/Haram al-
Sharif in Jerusalem, it was the scene of a violent confrontation between then Israeli Prime Minister Ariel Sharon and Palestinian
demonstrators that occurred when Sharon visited the site in September 2000.
6 Hamas Charter. <www.hamasonline.com/indexx.php?page=Hamas/hamas_profile>. [Accessed November 24, 2004]. Page no longer
available.
7Image from<http://www.hamasonline.com/Gallery/index_gallery.html> [Accessed 28th February, 2005]. Page no longer available. I am
grateful to Reem Fadda for the translation and transliteration of this text.
8 Anthias and Yuval-Davis provide the following definition of the nation state as “a body of institutions which are centrally organized around
the intentionality of control with a given apparatus of enforcement (juridical and repressive) at its command” (1989, p.5).
9Information in this section is taken from Khalidi, R. in Rogan and Shlaim (2001).
10 The authors note that the war of 1948 between Israel and Egypt, Syria, Lebanon, Transjordan and Iraq resulted in major military defeats
for all of these nations, with the exception of Iraq; and that within three years following the 1949 Armistice signed between Israel and the
Arab states, the prime ministers of Egypt and Lebanon were assassinated, as was the king of Jordan, and the president of Syria and the king
of Egypt overthrown by military coups.
11 Cleary (2002) notes that when the novella was published its bleakness generated a great deal of outrage among Arab readers.
12 For a discussion of the emasculated or castrated male as a trope for powerlessness and trauma in nationalist discourses, see Cleary’s
reading of Kaja Silverman (2002).
13 Amireh (2003) notes the Israeli demographic war against the growing Palestinian population at this time. On Israeli attempts to increase

Jewish birthrates and discourage Palestinian ones see Yuval-Davis (1989).
14 My addition to the text. Peteet cites these beatings and periods of imprisonment as masculine rites of passage into adulthood for
Palestinian males. Kaplan (2000) cites military duty as the Israeli-Zionist equivalent to a masculine rite of passage for Israeli men.
15 For an account of women’s involvement in the first intifada see Strum, P. (1992). The Women are Marching: The Second Sex and the
Palestinian Revolution. Lawrence Hill Books; Augustin, E., Developments in the Palestinian Women’s Movement During the Intifada in
Augustin E., ed., 1994. Palestinian Women: Identity and Experience. London and New Jersey: Zed Books, pp.22-42; Holt, M., Palestinian
women and the Intifada: An exploration of images and realities in Afshar, H., ed, 1996. Women and Politics in the Third World. London and
New York: Routledge, pp.186-203.
16 She also refers to the lost Palestinian homeland as “the mother-land”, “the beloved-land” and “the virgin-land” (2003 p.124). Sherwell
discusses the female figures of the mother, the virgin and the beloved; she discusses the male figure of the martyr in relation to that of the
virgin.
17 Amireh cites feminist literary works by Liliana Badr, Jamal Bannoura and Sahar Khalifeh, however, they fall outside of the scope of the
present research.
18 See Said, E. (2000). The End of the Peace Process: Oslo and After.  London: Granta; and Said, E. (1995). Peace And Its Discontents: Gaza-

Jerico, 1993-1995. London: Vantage.
19 Five Israelis were killed in Hadera when Hamas deployed its first suicide bomber on April 13, 1994. See, “Fatal Terrorist Attacks in Israel
since the DOP (Sept 1993)”. Israel Ministry of Foreign Affairs. <www.mfa.gov.il> [Accessed 13 April 2006].
20 On Israeli architectural policy from 1936 on, see Rotbard, S., Wall and Tower (Homa Umigdal), the Mold of Israeli Architecture in Segal and
Weizman eds 2003, pp.39-56.
21 For an account of a more widespread and troubling culture of martyrdom that has gripped the Gaza Strip — one in which anyone who dies

at the hands of the Israeli army and/or in support of the Palestinian cause is considered a martyr — see Miller, James and Shah, Saira. Death
in Gaza. VHS, 80 minutes. Frostbite Films/Channel 4, 2004.















Proposal For a Future Monument  To Memorialize All of History Human or
Otherwise Offered in the Form of a Condensed Novel
Jeremy Hoevenaar

Chapter the First

From the safe distance of spaceships one can make pronouncements like “constellating is the
historic hospital for the human wound.”  There is no need to fear reprisal.  Reprisal is another
node that can be appropriated by the vocal net and misconstrued into the negative potential of
made decisions.  It couldn’t be clearer.  Which may be.  Wait.  A diagnosis is forthcoming.
Something will have to be colonized under an expanded conception of colonization – a flag or a
bronze  folly implicating the generosity  of  empirical mishaps perhaps.   What is  the smallest
component of rupture?  How much time is left of money?  One finger on the killing floor.
“Blood Is Beautiful.”  The past is ridiculous - a good opportunity to employ the word ridiculous.
Propose space grammar.  Ruin-syntax.  Relax.  Our doctors will set the broken appendices.  It’s
too late to explain.

Chapter the Second

Specters  thrive in a  vacuum and abhor  ornamentation.  Keep  this in  mind when raising  your
glorious monument.  Use materials that glint or gleam when washed with light.  You hope for a
staggering  effect.  Also  the ability to be interesting.  Upstairs  from  curiosity is where most
upstaging takes place.  For _______ sake check the temperature!  Insert rhythmic designation
of that which circumscribes context.  In other words – con the text before it cons you – out of
your surplus medium, into running backwards and  feeling philosophical – other  effects are
certain but remain undocumented.  The last deposed dictator was famous for saying “it was
never meant for us  to build anything.”  Above all use solid, high-quality  materials.  Take
lessons from  the Project for the New  American  Entropy.  Otherwise  you run  the risk of your
slashes tipping into a highly unstable hyphen-state.

Chapter the Third

You might  call  this the  denouement.  You  might  consider your audience to be the green
flamingoes of Impetus Island.  You might see Babel in every beehive.  But these are only loose
suggestions hard up for cash.  Smoke is evocative.  The faster you fly away.  Vanishing talking
points.   Slather honey  on yourself  to ease  your entry into  the future.  Thusly.   “Something
happened” can appeal to almost anyone.

























My Body in Space/The Imminent Philosophy

Carrie Paterson

 As we detach from the horizon line and see the world and ourselves from above, as only astronauts can,
new  questions about the politics of our  materiality  emerge. Three simultaneous phenomena deserve our
attention:  the  coding of  the feminine throughout art history and philosophy as sublime; visual and literary
descriptions of outer space as sublime and/or feminine; and the increasing militarization of space.

 By examining discourses around space it will be possible to occupy space, transfigure its political use and
return the conversation ultimately home, to earth, the body, ground zero. This is a surprise attack on the very
language and policy that consistently figure the feminine as a quiet, submissive space in need of paternalistic
controls.

 The specific focus of  this  essay will  be to  examine an instance where  radical philosophy  missed an
opportunity to realize the weakness of imperial cultures by itself taking for granted "outer space" metaphors and
not interrogating them as one of the primary symbolic languages of 20th/21st century colonization efforts. The
abstract notion of outer space, if employed properly, I will argue, could be a key component in a constructive
counter-discourse to current loci of power.

 What will be proposed is that a body-based interruption of what is commonly understood as the
emptiness  of space and its sublime/feminine associations weakens the strength and influence  of  the  military
objectives and military-inflected language which traverse, penetrate and attempt to contain space. By extension
it will be suggested that practitioners of  the visual arts and similar living philosophies (religious, scientific,
ecological, popular resistance and civil rights movements, etc.) will be best able to achieve these interventions.
Through performative experimentation - ie: body-based artworks, violent and non-violent resistance, speech
acts, and ecstatic rituals - the  entropic, lawless and  ungendered state of materials are examined and/or
embodied while the volatility of language proves itself un-policeable as it slips uncontrollably away.

 In an article from the 5/27/04 issue of "ctheory", an online journal edited by new media theorists Arthur
and Marilouise Kroker, and whose board of directors include Jean Baudrillard, Paul Virilio, Stelarc, and DJ Spooky
to name just a few, I read an analysis of Deleuze and Guattari's ever-perplexing "Nomadology: The War Machine".
Philosophers of radical thought and language, Deleuze and Guattari propose in "Nomadology" to "deterritorialize
the enemy by shattering his territory from within; deterritorialize oneself by renouncing, by going elsewhere."
[1] Interestingly, in  this 'renouncing', the rhetorical  journey of resistance is figured in space  - perhaps 'going
elsewhere' being non-Western cultures (as was common in mid-20th century thinking), or perhaps, elsewhere-
elsewhere like beyond this known world - into outer space.

 Certain aspects of these writings excite me. The nomadological war machine fights for "thought,
grappling with exterior forces instead of being gathered up in an interior form, operating by relays instead of
forming an image; an event-thought, a haecceity ['this-ness', a singularity], instead of a subject-thought, a
problem-thought instead of an essence-thought or theorem." [2] This event-thought - or, 'action/'speech’ - is the
singularity of expression that allows a being (in my interest, woman) to attain an identity that is problem-based
and complex rather than one postulated by essentializing equations. She is  not confined to a binary complex of
exteriority/interiority (image/feeling), but instead thinks/exists through an electric system of relays.

 Sounding Mckuenesque in nature, any  useful gender-critique  employing  this metaphor is really only
possible if we re-situate the emphasis of the idea away from event/speech and within the concept of embodied
information. Following N. Kathryn Hayles ("How We Became Post-Human"), I will suggest the idea that language,



as a material, already contains a body of information that has been routinely ignored - or just made invisible - in
favor of (what "Nomadology" terms) "the image" of the language, or its "function", as in a "relay", a switching
mechanism. If we transpose Deleuze and Guattari's idea to a system of electric pulses we might reconstitute a
body just where a body is needed. For if  thought  were bound only to interpretation  (the logical "switches"
between thought) it would remain disinherited from the materiality, and thus local politics, of that information
and its transmission.

 In  an interpretation of Deleuze and Guattari's theory of interpretation, ctheory postulates: "The problem
with the 'problem-thought' of the nomadological war machine is that it appears to indeed pose a threat to the
security of existing societal peace. [It] seeks a space that is 'anti-dialogue,' an 'affirming [but] noncommunicating
force.'" [3] Because it is always one step ahead of language, formulating language, Deleuze and Guattari's
"problem-thought" cannot function as a language itself or even as an intervention - it is outside, above, beyond
it. Ctheory posits this thought as "a space" that "fragments speech communities..., [and is] always a clearing for
an immanence of  community ... without the requisite  of speech  even, and  hence without negotiating or
compromising  the  full  force of a singular  thought or speech  through accommodation  or assimilation."[4] The
'problem-thought' seems to only  operate in the  crisis that it continues to  create.  It can  never be absorbed
because then, by definition, it wouldn't exist.

 But if we impose the idea that all thought is a type of language, composed of pulses like Morse code or
data, the 'problem-thought' is seen in a different light. It always creates something new through fragmentation -
a "new language" - to which referents have not yet been formed. Rather than "community", it is a "clearing for
community"; intended for, but never  containing, the society  of speech. This "clearing", if  extrapolated,  might
also suggest a metaphor for a beyond-space -- like the universe itself, constantly expanding and as elusive as
matter traveling the speed of light.

 Beyond its utopian grandiosity the "problem-thought" is actually a bigger, denser problem. Because there
can be no  consensus, no "community", there is  never intercourse, only micro-discourses. The only  connectivity
between actions and being is some libidinous sea. (Baudrillard: "The ecstasy of communication.") This is a space
"whereby singularities come  together through the sheer  forces of desire",  [5] much like gravity  I guess. So
contrary to their argument,  there is  or will be assimilation and compromise  here. Depending on which carries
more weight, one body will circle the other in subservience or worship, or bodies may be sucked into the black
holes of other bodies, losing their meaning or sovereignty, never to return.

 On the one  hand, ctheory/Deleuze and Guattari seem so much  to  be speaking an  early-70's feminist
language, one I can relate to. In postulating a kind of thought that is not structured like a language but rather
some force of nature, they seem to meet the "goddess worship" of Schneemann, Mendieta, and others, head-on.
Could this pre-date what theorist Diana Fuss  has called  "strategic  essentialism"  - the timely ignition  of
essentialist categories (as thruster rockets)  by  non-essentialists to  break the  barrier of binary logic between
essentialism and social  constructionism? [6]  The  evidence suggests this might be true:  thought as action is
privileged over thought as subject, but then becomes a bodily subject by acting as a singularity.

 To my disappointment, these philosophers betray themselves as patriarchs at one key point. An obvious
retreat to military metaphors describes the on-the-ground functioning of their philosophy: "the problem-thought
is not an 'obstacle' ... it is the surpassing of the  obstacle, a projection," [7] (ctheory even elaborates: "a
projectile-thought" "smashing through"...), opening  access,  I  suppose, to the  ideal thought-universe,  "a
heterogeneous smooth space." [8]

 Where is this alternate (sublime) universe? And what material is this that is heterogenous and at the
same time smooth? Smooth to whose touch?



 If we are  to  use theory  toward action,  contemplation, and a living philosophy, the  captivating space
metaphors of the mid-20th century that have held a grip on us since Deleuze and Guattari need greater scrutiny
now as the world is poised for a second wave of space colonization and real, Earthly, ecological disaster. Still the
question of physicality plagues philosophy and grounds it to a body over-determined as silent and abject. It's high
time body-based  practices and feminist critique redefine the "problem-thought" and assist its radical entropic
materiality to emerge.

NOTES:

[1] Deleuze,  Gilles and Felix Guattari. Nomadology: The War  Machine. Trans.  Brian Massumi.  New  York:
Semiotext(e), 1986. pp. 4/77.

[2] Ibid. p. 47.

[3] Ibid. pp. 46/ 57.

[4] ctheory. "Dangerous Philosophy". May 27, 2004. www.ctheory.net

[5] Ibid.

[6] Fuss, Diana. Essentially Speaking: Feminism, Nature, Difference. London: Routledge. 1989.

"The tension produced by the  essentialist/constructionist debate is responsible  for some of feminist theory's
greatest insights...[But] this same dispute has  created the  current impasse in feminism, predicated on  the
difficulty of  theorizing  the social in relation to  the natural, or  the theoretical in relation to  the political. The
very  confusion over  whether  or not the essentialist/constructionist tension (including over such categories as
essential "femininity", "gayness", "blackness", etc.) (emphasis mine) is beneficial or detrimental to the health of
feminism is itself over-determined and constrained by the terms of the opposition in question." (1)

[7] Nomadology. p. 19.[8] Ibid. pp. 19/ 34.















A Ruin Destroyed | The Birth of the Neo-Liberal

Sreshta Premnath

Texts  do  not signify  the world; they signify the images they tear up.   Hence, to decode  texts is to
discover the images signified by them.  The intention of texts is to explain images, while that of concepts is to
make ideas comprehensible.  In this way texts are a metacode for images.1

On March 12th 2001 Taliban officials announced that the destruction of two colossal statues of Buddha,
in Bamian, Afghanistan, was  complete.  The international community, horrified  by  the  prospect  of this
eventuality, had tried to negotiate other options with the Taliban.  The Metropolitan Museum and UNESCO had
suggested boarding up the 175 and 120 foot idols, thus hiding what fundamentalist Islam deemed idolatrous and
hence forbidden2. No compromise could be negotiated.

When Quintin Craufurd wrote his Researches in 1817, these statues were already in a state of ruin. After
Genghis Khan and his Mongol army ransacked Bamian in the early thirteenth century the statues were mutilated
further by Aurangzeb's army with canon fire in the seventeenth century.  This must have continued well into the
nineteenth century, since Craufurd, speaking of the statues mentions that "the Musulmãns never march that way
with cannon without firing two or three shots at them"3.  In light of this history the Taliban's actions were hardly
aberrant; surely, if the Khan or Aurangzeb had been able to fully destroy these idols, they would have.

After a  history  of invasions and destructions,  the  city, Bamian,  has begun  to  mirror the  monument's
demise.  Where there was a figure there is now a gigantic niche speckled with catacombs; where monks once
lived, live the wandering poor, the militants4.  It is  through the historical representation of the monument that
we can approach the city.  A written history beginning, as far as we know, with Alexander in 330 BCE (before the
monument was built), continues to this day as various governments and organizations attempt to rebuild the
monument and fill the empty niche.   For now, however, Bamian has reclaimed its Tartarian appellation - Mu-
baligh, or the "city of desolation"5, a name given to it upon its destruction by Genghis Khan in 1221.

Ecphrasis or ekphrasis (from Greek ek out +  phrasis speaking, verb ekphrazein,  to  proclaim or call  an
inanimate object by name) A vivid literary description of a work of art, which allows the reader to imagine it.

Lassen claims that in 330 BCE "Alexander passed over the plateau of Bamian, which lies at an elevation
of about 8500 feet, and in which men supposed they had found the cave of Prometheus"6.  Despite the
refutation of this historical claim as far back as the second century BCE by Eratosthenes [who in his lost book is
said to have argued that "the Macedonians saw this cave and on the strength of some local legend (which they
well may have invented) put it about that it was the cave where Prometheus was hung in chains when the eagle

1 Flusser, Vilém; Toward a Philosophy of Photography; London; 2000

2 Shirk (idolatry)

Islam forbids idolatry and polytheism. Most  sects of Islam forbid any artistic depictions of human figures, even those of Muhammad, this
being shirk, which originally means "partnership": the sin of associating some other being with the one God, Allah, a sin that is considered
akin to idolatry, if not idolatry outright. Furthermore, images of God are even banned outright in most sects of Islam, reinforcing absolute
monotheism in Islam and attempting to eliminate any and all forms of idolatry.  This position is not unique to Islam; The Decalogue, the root
of the Semitic religions, states: "You shall have no other gods before me. You shall not make for yourself a graven image, or any likeness of
anything that is in heaven above, or that is in the earth beneath, or that is in the water under the earth; you shall not bow down to them or
serve them; for I the Lord your God am a jealous God, visiting the iniquity of the fathers upon the children to the third and the fourth
generation of those who hate me, but showing steadfast love to thousands of those who love me and keep my commandments." (RSV Exodus
20:3-6).

3 Q. Craufurd; Researches Concerning The laws, Theology, Learning, Commerce, Etc. of Ancient and Modern India. (Vol. 1); London; 1817

4 Allen, Charles; The Search for the Buddha; Carrol & Graf; NY; 2003

5 The Travels of Marco Polo; John Masefield Ed.; E. P. Dutton & Co. NY; 1914

6 Humboldt, Alexander Von; Cosmos: A Sketch of A Physical Description of the Universe, Vol II; London; 1871



used to come to feed on his guts, and that Heracles came thither to kill the eagle and set Prometheus free; so
that by means of this tale the Macedonians transferred Mount Caucasus from Pontus to the far east, fixing it in
India in the country of the Parapamisidae, and gave the name Caucasus to flatter Alexander by the inference
that he had crossed Caucasus7"] both Huan Tsiang in the 7th century and Craufurd in the 19th century actually
locate and place this site "near the pass of Sheibar, between Ghor-band and Bamiyan."  At this site which
marked the end of Alexander's reign, a monument had been imagined.

After  Alexander's defeat, the rise of the Maurya  Dynasty saw an embrace of  Buddhism more than a
century after the Buddha's death. By the third century BCE Bamian had become the center of the trade routes
that connected  Rome, India  and  China.  In this context,  despite the  rise  and  fall of dynasties, this  center of
trade became the center of Buddhist pilgrimage.  In this context alone can we comprehend the function of such
gigantic monuments.  After all, the Silk Road functioned as the main conduit for the spread of Buddhism.

The statues are thought to have been completed by the sixth century.  The first record of these statues
is to be found in Huan Tsiang's seventh century Travelogue:

On the declivity of a hill to the north-east of the capital is a standing image of Buddha made of stone,
140 or 150 feet  high, of a brilliant golden  color  and resplendent with ornamentation of precious
substances. To the east of it is a Buddhist monastery built by a former king of the country. East of this
is a standing image of Sakyamuni Buddha above 100 feet high, made of t'u-shih (probably 'bronze'), the
pieces of which have been cast separately and then welded together into one figure8.

Strangely enough, after Huan Tsiang's record, for eight centuries we find no descriptions of the statues
(not  even by Marco Polo in  the thirteenth century) until  the sixteenth century when Akbar's Vizier,  Abul  Fazel
writes:

In the heart  of the mountain of Bamian, are twelve thousand cavities  or grottoes cut into rock, with
ornaments and mouldings in stucco.    They were used by the natives of the country for an asylum in
winter, and are called Summij (caves):  enormous figures are found in them, as of a man eighty ells in
height, a woman fifty and a child fifteen.  In one of these grottoes you may see an embalmed corpse (or
mummy), whose origin is unknown to the natives and they hold it in high honour9.

It seems  that during the span of eight  centuries the specific significance  of  these idols has been
completely lost.  This marks the first disappearance of the Buddhas, from the time of the expulsion of Buddhists
from  Bamian  in the thirteenth  century until the  re-inscription/description of the  statues by the  Orientalists  in
the nineteenth century.

The nineteenth century saw an influx of amateur archaeologists, who included medical doctors, military
personnel, government agents and the occasional traveler.

In 1817, an employee of the East India Company, Quintin Craufurd writes10:

But what never fails to attract the notice of travelers, are two colossal statues, which are seen at a
great distance.  They are erect, and adhere to the mountain, from which they were cut out.  They are
in niches, the depth of which is equal to the thickness of the statues.  It is said in the Ayeen Akbary11,
that the largest is eighty ells high, and the other only fifty.  These dimensions are greatly exaggerated;
according to the opinion of all travellers I have seen, the disproportion is not so great between the two.
According to the author of the Pharangh-Jehanghiri  cited by Dr. Hyde12, they are said to be only  fifty
cubits high; which appears to be the true dimensions.  At some distance from these statues is another
of smaller size, being about fifteen cubits high.  Native and Persian authors who have mentioned them,
agree neither about their sex, nor their names.  The few Hindus who live in these countries, say, that
they represent  Bhim and his consort: the followers of Buddha affirm that they are the statues of

7 Arrian of Nicomedia; Anabasis. Section 5.3.1-2; Translation by Aubrey de Sélincourt

8 Tsiang, Huen; Si-Yu-Ki, Buddhist Records of the Western World; Trans: Samuel Beal; 1983

9 Adams, W.  1`cH. Davenport; Famous Caves and Catacombs: described and Illustrated; 1886

10 Craufurd, Quintin; Researches Concerning The Laws, Theology, Learning, Commerce, Etc. of Ancient and Modern India; Strand: London; 1817

11 Abul Fazel's description is quoted in pg. 1

12 Hyde, Thomas; De Ludis Orientalibus; London; 1694



Sháhámá, and his disciple Sálsálá.  The Musalmãns insist, that they are the statues of Key-Umursh and
his consort,  that is  to say Adam and Eve; and that  the third is intended for Seish or Seth,  their son;
whose tomb, or at least the place where it stood formerly, is shewn near Bahlac.  These statues are so
much defaced by the effects of time, and  the intolerant  zeal  of  the Musalmáns, that  I believe it is
difficult to ascertain their sex.  Travellers do, however, agree that one of them at least, is a beardless
youth:  some more particularly insist that the swelling of the breasts is remarkably obvious, and that
both look towards  the east; so  that when  the sun  rises they seem to smile,  but look gloomy in  the
evening.  These statues were visited, at  least  ten  or twelve different  times, by a famous traveler,
called  Meyan-Asod-Shah, who is a man highly respected, both on account of his descent from
Mohammed, and also for his personal character.  He informed me lately, that these two statues are in
two different niches and about forty spaces from each other.  That the drapery is covered with
embroidery and figured work; which formerly was painted of different colors, traces of which are still
visible.  That certainly represents a female, from the beauty and smoothness of her features, and the
swelling of her breasts:  the head being so much elevated is secure from injury from those below, and is
also protected from weather by the projection above.  The statue of their supposed son is nearly half a
mile distant, and about twenty-five feet high.  One of the feet of the male figure is much broken; for
the  Musulmãns  never march that way with cannon  without firing  two  or  three shots at  them… As  to
their being hollow, I believe, it is an idle tale: at least the travelers, I have consulted, knew nothing of
it.  Between the legs of the  male  figure, is a door  leading into a most spacious temple;  the size of
which, they could not describe otherwise, than by saying, that it could easily hold the camp-equipage
and baggage of Zemaun-Shah, and of his whole army.

In 1825 Moorcroft and Trebeck write:

Of the two colossal idols cut out of rock, opposite to the hill on which stood the city, one larger than
the other is called Sang-sal, or Rang-sal, and is said to represent a male; the smaller, called Shah-
muma, is considered to be female; but the general appearance and costume of both are essentially the
same, and indicate  no difference of sex…  Both figures have  been  mutilated,  by  order, it is said, of
Aurangzeb.  The faces and forearms of both were knocked off, and a thigh of the larger was broken.
They are both clad in long loose robes, descending  below the knee.  The height of the smaller figure
was one hundred and seventeen feet; that of the larger we could not measure, but it must have been
about one-third more.

They finally conjecture:

My own conviction, from the character of the buildings, of the caves, paintings, and sculptures, is, that
Bamian, whatever its ancient appellation, was the residence of the great Lama, bearing  the same
relation to the Lamaism of the west, as Lhassa does now to that of the east. The name of the smaller
idol, Shah-muma, is evidently only a corruption of Shak-muni…13

There are other writings from the early  nineteenth  century, including Fred.  H. Fisher's which at best
restate the above opinions.  After his 1839 book Travels Into Bokhara, Alexander Burnes, a Lieutenant in the East
India Company, became the authority on the Bamian colossi.  Importantly,  Burnes was one of the first people
who made observational drawings, which became the template for several lithographs and prints of the statues
through the early twentieth century.

There are no relics of Asiatic antiquity which have roused the curiosity of the learned more than the
gigantic idols of Bameean.  It is fortunately in my power to present a drawing of these images.  They
consist of two figures, a male and a female; the one named Silsal, the other Shahmama.  The figures
are cut in alto relievo on the face of the hill, and represent two colossal images.  The male is the larger
of the two, and about 120 feet high.  It occupies a front of 70 feet; and the niche in which it is
excavated, extends about that depth into the hill.  This idol is mutilated; both legs having been
fractured by cannon; and the countenance above the mouth is destroyed.  The lips are very large; the
ears long an pendent; and there appears to have been a tiara on the head.  The figure is covered by a
mantle, which hangs  over it in all parts, and has been formed of a kind of plaster;  the image having
been studded with wooden pins in various places, to assist in fixing it.  The figure itself is without
symmetry, nor is there much elegance in the drapery.  The hands which held out the mantle, have been

13 Moorcroft, William and George Trebeck; Travels in the Himalayan Provinces of Hindustan and the Panjab; in Ladakh and Kashmir; and
Bokhara;  John Murray; London; 1825













both broken.  The female figure is more perfect than the male, and has been dressed in  the same
manner.  It is cut in the same hill, at about 200 yards, and is about half the size.  It was not be to be
discovered whether the smaller idol was a brother or the son of colossus, but from the information of
the natives.  The sketch, which I attached will convey better notions of these idols than a more
elaborate description.  The square and arched apertures which appear in the plate represent the
entrance  of the different caves or excavations;  and through  these there is a road that leads to the
summit of both images.  In the lower caves the caravans to and from Cabool generally halt; and the
upper ones are used as granaries by the community.

I have to now note the most remarkable curiosity in the idols of Bameean.  The niches of both have at
one  time been plastered, and ornamented with paintings of human  figures, which have disappeared
from all parts but that immediately above the heads of the idols.  Here the colors are vivid, and the
paintings are distant as in the Egyptian tombs.   There is little  variety in the design of these figures;
which represent the bust of a woman with a knob of hair on the head, and a plaid thrown half over the
chest;  the whole surrounded by a halo.  In one part, I could trace a groupe of three female figures
following each other.  The execution of the work was indifferent, and not superior to the pictures the
Chinese make in imitation of an European artist.

The traditions of the people regarding the idols of Bameean are vague and unsatisfactory.  It is stated
that they were excavated about the Christian era, by a tribe of Kaffirs (infidels), to represent a king,
named Silsal, and his wife, who ruled in a distant country, and was worshipped for his greatness.  The
Hindoos assert that they were excavated by the Pandoos, and that they are mentioned in the great epic
poem of the Mahaburat… I am aware that a conjecture attributes these images to the Boodhists; and
the long ears of the great figure render this surmise probable… I judge the figures to be female; but
they are very rude;  though the colors in which they are sketched are bright and beautiful.  There is
nothing in the images of Bameean to evince any great advancement in the arts, or what the most
common people might not have easily executed… I find in the history of Timourlane [14th century], that
both the idols and excavations of Bameean are described by Sharif o deen, his historian.  The idols are
there stated to be so high that none of the archers could strike the head.  They are called Lat and
Munat; two celebrated idols which are mentioned in the Koran… It is by no means improbable that we
owe the idols of  Bameean  to  the caprice of some  person of rank, who resided in the cave digging
neighborhood, and sought for an immortality in the colossal images which we have now described.14

After  Samuel Beal's 1884 translation  of Huan Tsiang's Si Yu Ki, it became clear to historians  that  the
attribution of the statues to the Buddhists was indeed accurate and the mystery surrounding the statues seemed
to  have been almost  fully dispelled.  An exception to this post-Beal shift in perception is evidenced in Helena
Blavatsky's treatise The Bamian Statues: Their Mysterious Origin from her Secret Doctrine15:

Who cut the Bamian statues, the tallest and the most gigantic in the whole world? Burnes, and several
learned Jesuits who have visited the place, speak of a mountain "all honeycombed with gigantic cells,"
with two immense giants cut in the same rock. They are referred to as the modern Miaotse [in Chinese
legend, an antediluvian  race of giants. -- Eds.],  the last surviving witnesses of the Miaotse who had
"troubled the earth"; the Jesuits are right, and the Archaeologists, who see Buddhas in the largest of
these statues, are mistaken. For all those numberless gigantic ruins discovered one after the other in
our day, are the work of the Cyclopes, the true and actual Giants of old.

…The Buddhist monks, who turned the grottos of the Miaotse into Viharas and cells, came into Central
Asia about or in the first century of the Christian era. Therefore Hsuan-tsang, speaking of the colossal
statue, says that "the shining of the gold ornamentation that overlaid  the statue" in his day "dazzled
one's eyes," but of such gilding there remains  not a vestige in modern  times. The very drapery, in
contrast to  the figure itself, cut out in the standing rock, is  made  of plaster and  modelled over the
stone image. Talbot, who has made the most careful examination, found that this drapery belonged to
a far later epoch. The statue itself has therefore to be assigned to a far earlier period than Buddhism.
Whom does it represent in such case, it may be asked?

14 Burnes, Alexander; Travels Into Bokhara, Vol III; London: John Murray; 1834

15 Blavatsky, Helena; The Secret Doctrine; Theosophical University Press; 1888



Once more tradition, corroborated by written records, answers  the  query, and explains  the  mystery.
The Buddhist Arhats and Ascetics found the five statues, and many more, now crumbled down to dust,
and as the  three were  found by them in colossal niches at the  entrance of their  future abode, they
covered the figures with plaster, and, over the old, modelled new statues made to represent Lord
Tathagata. The interior walls  of  the niches are covered  to  this day with  bright paintings of  human
figures, and the sacred image of Buddha is repeated in every group. These frescoes and ornaments --
which remind one of the Byzantine style of painting -- are all due to the piety of the monk-ascetics, as
are some  other  minor  figures and rock-cut  ornamentations. But  the five statues belong to  the
handiwork of the Initiates of the Fourth Race, who sought refuge, after the submersion of their
continent, in the fastnesses and on the summits of the Central  Asian mountain chains.  Moreover, the
five statues are an imperishable record of the esoteric teaching about the gradual evolution of the
races.

The largest is made to represent the First Race of mankind, its ethereal body being commemorated in
hard, everlasting stone, for the instruction of future generations, as its remembrance would otherwise
never have survived the  Atlantean Deluge. The second  -- 120 feet high -- represents the sweat-born
[second root-race]; and the third --  measuring 60 feet -- immortalizes the race that fell, and thereby
inaugurated the first physical race, born of  father and mother, the last descendants of which are
represented in the Statues found on Easter Isle; but they were only from 20 to 25 feet in stature at the
epoch when Lemuria was submerged, after it had been nearly destroyed by volcanic fires. The Fourth
Race was still smaller, though gigantic in comparison with our present Fifth Race, and the series
culminated finally in the latter.

These are, then, the "Giants" of antiquity, the ante- and postdiluvian Gibborim of the Bible. They lived
and  flourished one  million  rather  than between  three and  four thousand  years ago. The Anakim of
Joshua, whose hosts were as "grasshoppers" in comparison with them, are thus a piece of Israelite fancy,
unless indeed the people of Israel change the millenniums of their chronology into millions of years16.

In the 1920s, with John Marshall heading the Archeological Survey of India, trained archeologists, rather
than travelers, enthusiasts  or  petty  officers finally took up  the  study  of monuments.  However the  Bamian
statues were still remote enough that they continued to be described only by travel writers.

In one of the largest selling travel books of this period, Robert Byron's Road to Oxiana (1934), it becomes
clear  that  there is a shift in  the way  the  Bamian statues are described.   There is no residue of doubt in  the
writer's mind that the statues in question depict Buddha.

I should not like to stay long in Bamian.  Its art is unfresh.  When Huan Tsang came here the Buddha's
were gilded to resemble bronze, and 5,000 monks swarmed in the labyrinths beside them.  That was in
632; Mohammed died the same year, and the Arabs reached bamian before the end of the century.  But
it was not until 150 years later that the monks were finally extirpated. One can imagine how the Arabs
felt about them and their idols in this blood-red valley.  Nadir Shah must have felt the same 1,000
years later when he broke the legs of the larger Buddha.

that Buddha 174 feet high, and the smaller 115; they stand a quarter of a mile apart.  The larger bears
traces of plaster veneer, which was painted red, presumably as a groundwork for the gilt.  Neither has
any artistic value.  But one could bear that; it is their negation of sense, the lack of any pride in their
monstrous  flaccid bulk that sickens.  Even  their  material is unbeautiful,  for  the cliff is made  not of
stone but of compressed gravel.  A lot of monastic navies were given picks and told to copy some
frightful semi-Hellenistic image from India or China.  The result has not even the dignity of labour.

The canopies of the two niches which contain the two figures are plastered and painted.  In the smaller
hangs a triumph scene, red, yellow and blue, in which Hackkin, Herzfeld and others have distinguished a
Sasanian influence; but the clue to the idea comes from Masson, who saw a Pahlevi inscription here a
hundred years ago…

16 Blavatsky, Helena; The Secret Doctrine; Theosophical University Press; 1888



The [style] suggest[s] that Persian, Indian, Chinese, and Hellenistic ideas all met in Bamian in the fifth
and sixth centuries.  It is interesting  to have a record of  this meeting.  But  the  fruit of it is not
pleasant17.

It is important to observe that all the descriptions we have of these statues were written by foreigners as
they traveled through Afghanistan.  The first and most obvious reason may be that a textual representation of an
object is most useful  to  those who  cannot  experience  the  object first hand.  The second  reason  maybe that
Afghanistan has for centuries been an Islamic state and the acknowledgement of idolatry let alone any kind of
participation in it through the description of idols would have been condemned.  However, by destroying the idol
do they not themselves reaffirm their faith in that other idol the Text - the Koran.  Flusser says, Texts do not
signify the world; they signify the images they tear up. Can we reverse this statement thus: The torn up image
cannot signify, except through text. The destruction  of the idol  has released its  descriptions, whether it is
possible to translate the text back into an image we are yet to find out.

Death of a Zombie

In 2001, reacting to the destruction of  the  WTC and the  Buddha's, Muschamp asks  "does destruction
capture the imagination more than building?18"  The answer is obvious: once an object is built it need not be
imagined.

What is strange is this:  that what was destroyed could only be imagined through the descriptions which
preceded its destruction.  This  history of representations is viewed from a  fixed vantage point an imagined
moment of crises, a historic moment.  The destruction of the statues was seen as singular and final, as though
the statues  had  until then stood  undisturbed.  The  rhetoric which framed the "destructive rampage"19 of the
Taliban could be exemplified in the romanticized image of a previously tolerant religion which, "for a better part
of two thousand years,  [allowed] the Buddha's of Bamiyan [to keep] watch over the midpoint of what was once
the Silk Road."20

When Karen Armstrong attests that the "Koran says that all morally guided religions come from God" 21

she is clearly stretching her point.  After all, the most fundamental monotheist principle that there is only one
God whose Word is True.  Religions cannot be considered different unless they worship different Gods.

What then is the motivation for the contemporary politically correct neo-liberal who pretends to respect
the fundamentalist other - especially the farther away he (the other) is?  What then is the complex network of
blind spots which frame the attitudes of the nineteenth century orientalist in relation to the contemporary (early
twenty first century) neo-liberal?  The key to this may lie in the relationship between the following statements
by two theorists:

In 1979 Edward Said said:

The Oriental, is depicted as something one judges (as in a court of law), something one studies and
depicts (as in a  curriculum), something one disciplines (as in a school  or  prison), something one
illustrates (as in a zoological manual).  The point is that in each of these cases the Oriental is contained
and represented by dominating frameworks.22

In  conjunction  with this  description of the  relation of the Orientalist to  the  Oriental,  we must  read
Zizek's more recent examination of fetish as the new ideological structure:

17 Byron, Robert; The Road to Oxiana; New York: Oxford University Press; 1934

18 Muschamp, Herbert; Filling The Void; NYT, September 30, 2001

19 Romney, Kristin M.; Cultural Terrorism; Archeology; May/Jun 2001

20 Hertzberg, Hendrick; In the Ruins; The New Yorker; March 19, 2001

21 Armstrong, Karen; Breaking the Sacred; NYT; March 11, 2001.

22 Said, Edward; Orientalism; pg 40; 1979; Penguin









The doxa today, which you have to obey is the following one I claim:

Freud  opposed the normal mourning, the  successful  acceptance  of the loss,  to  the pathological
melancholy, the subject insists on his or her narcissistic identification  with the lost object.  That is to
say  Freud's idea was when someone dear to you passes away, the proper thing to do is to come to terms
with this loss through the loss of symbolization or internalization. You renounce the real object but
gain his or her or it's meaning.  Melancholy is then conceived of as a failed mourning.  You remain
attached to the particular object and you are unable to perform the sublation of the immediate reality
of the object into it's, his or her meaning.

In contrast today's doxa is  to the reverse the terms  and to claim that mourning is the betrayal of the
fidelity to the object... so, in other words, melancholy is the truly ethical stance of fidelity.  The one
who accomplishes the work of mourning is the traitor.  Of course, this story can be given a multitude of
twists from the queer one to the post-colonial ethnic one...

I claim that this reassertion of melancholy is not only politically wrong - although it renders perfectly
the ideal structure of subjectivity of  today's so-called post-modern, global subjectivity  - but  that its
also theoretically wrong.

Georgio  Agamben emphasizes how in contrast  to  mourning,  melancholy is not  only  the  failure  of  the
work of mourning, the  persistence  to the attachment  to  the real of the object, it also offers the
paradox of an intention to mourn which precedes and anticipates the loss of the object.  What's strange
about mourning is that even though the object is still there it is already treated like it is lost... The
melancholic is not the one who loses the object of desire, he has the object, but has lost the cause of
desire.

… [In  order to  understand the disavowal which allows this reversal we must discuss the structure of
today's ideology]  The predominant structure of ideology  today is no longer  that of the symptom (the
return of the repressed  truth within  the global field of the lie), but rather the fetish, which is the
particular lie, which enables  you to endure the truth.   The pragmatic solution of the fetishist when
confronted with a traumatic fact is that they organize their universe so that they can very well survive
in a cynically realist way, because the fetish enables them to maintain a necessary distance23.

This distancing, which Zizek speaks of, is demonstrated in a concrete way in UNESCO's proposal to board
up the Bamian statues,  thus  hiding that which is blasphemous  to the Taliban, to prevent their destruction - a
disavowal, specifically  different from that of the Taliban whose impulse was to  erase all  evidence of religious
history predating Islam in Afghanistan.

Zizek has said in regard to the Bamian bombings:

Recall the outrage when,  three  years ago,  the  Taliban  forces in Afghanistan dynamited the ancient
Buddhist statues at Bamiyan: although none of us, enlightened Westerners, believed in the divinity of
Buddha, we were so outraged because the Taliban Muslims did not show the appropriate respect for the
"cultural heritage" of their own country and the entire humanity. Instead of believing through the other
like all people of culture, they really believed in their own religion and thus had no great sensitivity for
the cultural value of the monuments of other religions — for them, the Buddha statues were just fake
idols, not "cultural treasures." (And, incidentally, is this outrage not the same as that of today's
enlightened anti-Semite who, although he does not believe in Christ's divinity, nonetheless blames Jews
for killing our Lord Jesus? Or as the typical secular Jew who, although he does not believe in Jehova and
Moses as his prophet, nonetheless thinks that Jews have a divine right to the land of Israel?)24

What is specifically interesting about the Western academic's (both the Orientalist and the Neo-Liberal)
relationship to the archeological ruin is that it functions like a fetish.  If the trauma of the "western" subject is
his discovery  that  the  "eastern" other is  no better  or worse than himself,  then  this  trauma is kept in  check
through the fetish.  In the case of Bamian it is specifically the ruin, in its zombie state of the living dead, which
mutely allows  the western subject to project upon it.  It is an  empty space of reverie, which through the
deflection of intention allows the subject to maintain a belief in his ethically moral position while simultaneously

23 Slavoj Zizek. "Zizek's Plea for Fundamentalism." Slought Foundation Online Content.  [11 September 2004; Accessed 1 October 2006].
<http://slought.org/content/11236/>.

24 Slavoj Zizek. "Passion In The Era of Decaffeinated Belief." Lacan.com. <http://www.lacan.com/passion.htm>.



subjugating the other.  It is imperative for the politically-correct neo-liberal to focus his attention on preserving
the ruin in order for him to ignore the ruination of a nation, which has resulted from the political action of his
country.  It is the powerlessness of  the  neo-liberal that is embodied in the disavowal of reality and
preoccupation with the ruin.

The destruction of the fetish is  therefore by far the most traumatic event. The immediate response to
such a trauma is the desire to reconstruct the fetish and fill the void.  What better way to reconstruct the fetish
than from the very history of its representations? In fact, wouldn’t the perfect ruin be the reconstruction of a
ruin from its descriptions - a monument to the dying?

Alexander's historians may  have  been right to conjure up the  image  of  Prometheus,  as punishment  for
who's deeds Zeus devised for humanity "such evil… that they shall desire death rather than life." Prometheus tied
in a cave to be eaten by vultures was this very monument; the body held in a state of the living- dead.

And who can forget the greatest example of the ruin|monument - Christ on the Crucifix.

Reconstructing a Ruin

Here, given a limited history of representations we are presented with three proposals (all being carried
out) for the construction of a monument in place of the destroyed Bamian statues:

1 But now one of the Buddhas is rising again, except this time in western China, where a team of
workmen are carving a replica figure into a cliff-face in Sichuan.  As more than 300 stonemasons chip
away at the rock, the giant figure is gradually emerging into view.  The sandstone cliff near Leshan, in
the lush green hills of Western China, is redder than  the more golden sandstone  near  Bamiyan.
Nonetheless, the Chinese project aims to recreate the Afghan Buddha the way it used to be, before
erosion and intolerance destroyed its face and dynamite reduced it to a heap of rubble.

The figure will be 37m high - the same as the smaller of the two Afghan statues. It is being carved by
hand with mallets and chisels, just like the original figures25.

This effort relies loosely upon Huan Tsiang's description of the Bamian Buddhas in his Si-Yu-Ki.  However
given the fact that research26 has shown that the Buddhas were only crudely carved out of the sandstone cliffs -
all the details and features having been layered on top of the crude rock carvings with plaster and bronze - the
claim of authenticity (endorsed by the BBC) is at best questionable.

2 The artist, Hiro Yamagata, 58, from Torrance, Calif., would use 14 laser systems, powered by
solar panels and windmills,  to project 140 overlapping faceless "statues," 125 to 175 feet  tall, across
four miles of the Bamiyan cliffs, about 80 miles west of Kabul, in  neon shades of green, pink, orange
and blue, continuously changing color and pattern, for four hours every Sunday night. "I'm doing a fine-
art piece," said Mr. Yamagata, whose work was recently displayed at the Guggenheim Museum in Bilbao,
Spain. "That's my purpose - not for human rights, or for supporting religion or a political statement."27

Yamagata's project seems to embrace the Western Buddhist/ New Age notion asserted by Pirsig in Zen
and the Art of Motorcycle Maintenance: The Buddha, the Godhead, resides quite as comfortably in the circuits
of a digital computer (or the gears of a cycle transmission) as he does at the top of a mountain or in the petals
of a flower28. Stating the ironic contradictions of this philosophy is only redundant as he has himself asserted
them in his quoted statements - statements which characterize the contradictions of the neo-liberal.

3 ETH Zu¨rich has volunteered to perform the computer reconstruction, which can serve as a basis
for the physical reconstruction. In fact, using a computer model, a statue at 1/10 of the original size
will first be built and displayed in  the  Afghanistan  Museum in Bubendorf, Switzerland.  But the  most
recent developments actually call for the placement of this model into the National Museum of Kabul,

25 BBC Asia-Pacific; Buddha Rises Again; 10/5/2001

26 Grun Armin, et al; Photogrammetric Reconstruction of the Great Buddha of Bamiyan, Afghanistan; The Photogrammetric Record Vol. 19 No.
107; September 2004

27 New York Times; Arts Briefly; 8/10/2005

28 Robert Pirsig; Zen and the Art of Motorcycle Maintenance; W. Morrow & Company; London; 1974



Afghanistan… The physical reconstruction will be based on a 3D computer model derived from three
metric images.  These images were acquired in Bamiyan in 1970 by  Professor Kostka, Technical
University  of  Graz (Kostka, 1974). They  form  the basis for a very precise, reliable and detailed
reconstruction with an accuracy of 1 to 2 cm in relative position and with an object resolution of about
5 cm. Manual image measurements had to be applied in order to achieve these values.29

The description of this last project must be regarded as a conclusion to this essay.  It is after all the
description of that perfect ruin spoken of before - the reconstruction of a ruin from its image.  Like the Christian
memento mori, the reconstructed ruin will no longer stand for the monument, which once was, but instead for
the death of  the monument.  It will  not  fill  the void of  the missing ruin; rather, it will articulate  the  ruin's
absence.

29 Grun Armin, et al; Photogrammetric Reconstruction of the Great Buddha of Bamiyan, Afghanistan; The Photogrammetric Record Vol. 19 No.
107; September 2004





















The Disappearance of the Author?:

Hyperauthorship and the Case of Araki Yasusada

Kristen Schaffenberger

 Doubled Flowering: From the Notebooks of Araki Yasusada contains translated poetry, notebook entries,
personal letters, and fragments of English lessons, all supposedly written by the Japanese poet Araki  Yasusada.
The Yasusada biography, collected in various journal and newspaper articles, tells us that the poet was married
in 1930 and had three children with his wife, Nomuro.  His wife and eldest daughter, Chieko, were both killed in
the bombing of Hiroshima.  A second daughter, Akiko, died of radiation poisoning five years after the bombing.
Yasusada died in 1971 and was survived by his son, Yasunari, who discovered his father’s notebooks in the 1980s.
Poems from these notebooks were published in translation in several literary journals in the early 1990s.

 The notebooks evince Yasusada’s acquaintance with several major Japanese poets of his time, including
Taneda Santoka, Ozaki Hosai, and Kasano Shimpei, as well as his interest in French Poststructuralist theory
(namely the work of Roland Barthes) and American poet Jack Spicer.  The notebooks also emphasize Yasusada’s
participation in  two avant-garde Japanese poetics groups: the Kai [Oars] Renga group and the Soun [Layered
Clouds] group.

    What emerges from the Yasusada notebooks is not a complete biographical picture of their author, but
rather a startling look at life after the bombing at Hiroshima: the Yasusada poems tenderly recall the speaker’s
courtship with his wife nearly fifteen years before the bombing (“Crysanthemums and Shoes,” August 9, 1953) .
They ask the reader to watch the speaker’s daughter go mad and die of radiation poisoning after the bombing
(“Mad Daughter and Big-Bang,” December 25, 1945), and they share the strange guilt of a father who enjoys the
physical sensation of warmth produced by his daughter’s cremation (“Trolley Fare and Blossom,” May 18, 1949).
Taken as a whole, the poems  nuance  the account  of a witness, insisting  not simply on a narrative of post-
bombing trauma, but instead on a speaker who is haunted by memories of life before the bombing, yet whose
intellectual, emotional and social life thrives after the tragedy.

 This  nuanced  look at life after Hiroshima may partially account for  the outrage over the  Yasusada
notebooks in the American poetic community in  the mid-1990s.   In July 1996, the Village Voice published an
article declaring that Araki Yasusada was pseudonym.  Soon after, the American Poetry  Review published a
supplement on the Yasusada scandal, representing the poet with “what appeared to be the blurred Xerox of a
Xerox of a mug shot of some low-level yakuza1” (Weingerber).  As Yasusada’s name and image fell  under
scrutiny, so too did his identity.  Rumors began circulating that not only was Yasusada a pseudonym, but also
that there was no Yasusada at all.  Speculation about the “real” Yasusada began in major academic and popular
publications and the Internet well before Doubled Flowering was published in book form.

 The more the poetic community speculated, the more complex the case of the Yasusada author became.
The rumor mill pointed fingers at various public intellectuals and poets, all of whom denied responsibility.  After
Eliot Weingerber published an article on the Yasusada scandal in Jacket magazine,  a “poet [he knew] called me
out of the blue—he had never called before—to ask point-blank if I was Yasusada; he had a long list of entirely
persuasive reasons.  An editor at one of the magazines that ha published the poems thought it was her old
boyfriend” (Weinberger).  Part of the problem of identifying the notebooks’ true author lay not in the few known

1 1 The Japanese mafia - editor's comment



details of “Araki Yasusada’s” life, but in the ease with which the poems might have been written by anyone with
poetic talent, an interest in Japanese poetic form and some knowledge of the bombing at Hiroshima.

Although the notebooks proved convincing as accounts of Hiroshima to both academics and editors at the
time of their translation, they also contain a number of anomalies.  As Marjorie Perloff points out,

“The name Araki Yasusada means, in Japanese usage, that Araki is the family name, Yasusada the first
name.  Araki is indeed a common family name in Japanese.  Yet the ‘translators’ regularly refer to the
poet as Yasusada, which would be  equivalent to  referring to Roland  Barthes as Roland.  By the same
token, the poet’s wife’s name, Nomura, is in fact a family name, not a first name, so the reference given
would be like Robert Lowell referring to his wife as Hardwick  Again, ‘Motokiyu’ is a misspelling for
‘Motokiyo’ and ‘Ojiu’ should be ‘Ogyu.’  So the author is, at the very least, playing fast and loose with
Japanese names.” (150)

Perloff’s  commentary suggests  that it is unlikely that a Japanese author, or even a translator familiar  enough
with  the  conventions of the Japanese language to  translate these  notebooks into English, would  make such
simple errors with regard  to Japanese  names.  The supposed  editors  of  Doubled Flowering point out that
Yasusada “had fluency in English and French,” yet  the  notebooks’ English entries—particularly his
correspondences with his  English  teacher, a  Mr. Rogers—  contain spelling errors  that Perloff insists that “no
Japanese student who was a  far along as Yasusada, could possibly make” (165).  The problem of language
becomes  twofold here:  on the one  hand, we can  understand  the  notebooks as an imaginary  translation from
Japanese by someone who does not actually speak Japanese.  On the other, we can understand them as written
in error-riddled English by an English speaker self-consciously adding misspellings and other anomalies along the
way.

 Simultaneously, as Marjorie Perloff remarks, Doubled Flowering creates “a poetic world that satisfies our
hunger for the authentic,  even though that authentic is itself a simulacrum” (164).  The  combination  of
Yasusada’s poems,  letters, and biography as presented in Doubled Flowering insist  upon the reality  of  the
bombing at Hiroshima,  even as they are presented by an imaginary witness.   Perloff suggests  that  the idea of
authenticity is a simulacrum, a  copy without an original.  That is, the  notebooks attempt  to  recreate an
authentic experience  by positing  Yasusada as a witness  to  the Hiroshima bombing. There is  no authentic
experience to recreate,  however, because  there is  no  real Araki  Yasusada: Yasusada becomes an impossible
witness.

 The scandal of the Yasusada notebooks does not just seem to be that there is no Yasusada.  Instead, it
relies on the fact that the fictive Yasusada is historically contingent, and that the contents of the notebooks are
comprised of  false testimony.  This inauthenticity  of experience, combined with the anomalies of  the pseudo-
translation, have caused critics to suggest that the Yasusada authors are guilty of racism at worst, and exoticism
at best.   John  Solt, a professor of Japanese  culture at  Amherst College,  refers to  the  notebooks as  “just
Japanized crap” (Nussbaum 83).  From this perspective, the poems have no merit of their own and simply play
into incorrect Western impressions of Japanese culture.  For Solt, the notebooks “[play] into the American idea
of what is interesting about Japanese culture—Zen, haiku, anything seen as exotic—and gets it all wrong, adding
Western  humor and irony” (Ibid.).  This critique suggests that the poems simply exoticize their supposed
Japanese origin: the “Japanized crap” of the poems apes a series of ideas about Japanese culture and language,
yet it is not grounded in Japanese culture or language itself.

In this attack, Solt attacks the poems themselves, but misses an opportunity to critique the project.  In
calling the poems “just Japanized  crap,” he seems  to displace  his distaste at  the  Yasusada project onto the
poems and their absentee authors, not the subject  matter of Hiroshima or the false witness the poems  posit.
Solt’s outrage regarding the Yasusada project, then, is not one of inauthentic witness, but of inauthentic voice.



For Solt,  the problem is not that the  Yasusada author writes about  Hiroshima, but  that  the Yasusada author
writes about Hiroshima from the wrong subject position:  his critique of Doubled Flowering stems from the
distinct possibility that the volume’s actual author or authors are most likely not Japanese or Japanese speakers.
As Yunte Huang states, “The controversy was not because of the content [of Doubled Flowering], but because
[Araki Yasusada] was not a real Japanese poet” (227).

Indeed, the  most likely authors are  neither Japanese nor fluent in Japanese.  The purveyors of  the
Yasusada notebooks, Javier Alvarez, a composer from Mexico, and Kent Johnson, a junior  college professor in
Freeport, Illinois, are considered the most likely authors of the notebooks.  Neither of them, however, has ever
accepted responsibility for the notebooks.  Although it was Johnson who first submitted Yasusada’s poems to the
American Poetry  Review, he denies authorship.  He admits that Araki Yasusada is fictional, but insists that his
friend from college wrote the poems, saying, “My friend Tosa wrote them.  His name is also fictional, but I can’t
tell you his real name or nationality” (Huang 227).  “Tosa,” then becomes an authorial entity as mysterious and
more mysterious as Yasusada himself.

 The “Tosa” in question refers to Tosa Motokiyu, whom Kent Johnson and Javier Alvarez claim was their
roommate in Milwaukee in the 1980s.  They point out, however, that Tosa Motokiyu is also a pseudonym, that
they were instructed to publish his notebooks after his death, and that they were instructed never to reveal his
true identity.  In an interview with another fictional persona, Groany McGee, in 1997, Johnson and Alvarez insist
that “[i]n entrusting his works to us, Motokiyu instructed us to acknowledge publicly, after his  death, that the
Yasusada manuscript  is  a fictional creation.   At the same time,  he directed us never  to  reveal his legal  name”
(Johnson 125).  Johnson and  Alvarez defend the  possibly imaginary author Tosa Motokiyu to an invisible
interviewer.  Thus, Tosa Motokiyu becomes a stand-in for both an invisible author (whoever actually wrote the
Yasusada poems, be it Johnson, Alvarez, or any number of collaborators) and an imaginary author (the Araki
Yasusada persona  himself). Moreover,  the possibility of Tosa  Motokiyu  unravels  critiques of the  Yasusada’s
inauthenticity.  If Tosa Motokiyu is Japanese, is he somehow more qualified to speak about Hiroshima?  If he is
not Japanese, are critiques like Solt’s somehow more valid?

The many layers of the Yasusada notebooks suggest that an emergent concept of authorship is not only
more important than Doubled Flowering’s subject matter or the (in)authenticity of experience it creates.  Would
that the case were as simple as determining who actually wrote the contents of the notebooks, we might be able
to say more about how Japanese they are, as well as what is at stake for claims of authenticity or inauthenticity.
Instead, these notebooks seem to emerge from a decidedly postmodern standpoint.  As Frederic Jameson posits
in Postmodernism, or the Cultural Logic of Late Capitalism, history  is  radically unavailable to the present, “the
past as ‘referent’  finds itself gradually bracketed, and  then  effaced altogether, leaving  us nothing but  texts”
(Docherty 75).  The Yasusada text takes for granted that Hiroshima refers to the past and therefore decidedly
inaccessible.  Indeed,  Doubled Flowering makes few attempts to mimic, play into or  converse with  other
accounts of the hibakusha (survivors of the atomic bomb); Bill Freind points out that “there is no mention of the
initial detonation of the bomb, nor of the numerous corpses of those killed immediately, nor of the those scarred
with radiation burns, nor of the general destruction of the city” (147).  In spite of an emphasis on the Yasusada
biography, Doubled Flowering makes no attempt to  utilize the recognizable features of a Hiroshima survivor’s
narrative to locate Yasusada in the Hiroshima bombing.

Ultimately, the scandal  that arises around the identity of  the  Yasusada author suggests that the
notebooks do  little  to disrupt  conceptions of an inaccessible history or the authenticity of  experience: the
notebooks take these  conceptions as given.   Instead, the  Yasusada project challenges traditional  notions of
authorship.  Both Araki Yasusada and Tosa Motokiyu become more than simply pseudonyms or even heteronyms
for an actual author.  A pseudonym suggests a one-to-one correlation between actual author and assumed name,
while a heteronym suggests a number of authorial personas that stem from one individual.  The Tosa Motokiyu-









Kent Johnson-Javier Alvarez-Araki Yasusada network suggests a far more elaborate system of authorship, in part
because the one “real” author cannot be identified.

This system becomes increasingly complicated as one tries to find its center: the criticism surrounding
the Yasusada case continues to produce increasingly viable suspects for the “real” author, and the circulation of
the manuscripts only confounds  the riddle’s answer.  For  example, the Yasusada poetry manuscripts  originally
submitted  to various poetry journals were “mailed from a variety of locations, including California,  Tokyo,
Illinois, and London” (Nussbaum 82).  Ultimately, as Emily Nussbaum suggests, “[t]here was no Yasusada… at
least  not in the usual, one-author-one-body sense” (82).  What emerges from the idea of no  Yasusada  is the
possibility of many Yasusadas: as the case of Doubled Flowering becomes increasingly complex, it becomes more
difficult to imagine a single Yasusada occupying a single body and writing a single corpus of poems.  Rather than
attempting to prove who actually wrote the contents of the Yasusada notebooks, or problematize the fact that
we cannot know the identity of the author, we  might instead ask how these notebooks imply a collaborative,
living system of authorship that goes beyond the use of pseudonyms or even heteronyms.  We might conceive of
the Yasusada case as it implies a system of hyperauthorship.

Hyperauthorship suggests a type of collaboration in  which individual  contributors disappear,  becoming
part of the whole concept of a single author, or becoming an invisible part of the text itself.  A recent article in
the Journal of the American Society for Information Science and Technology attempts to “solve” the problem of
hyperauthorship in the  hard sciences,  concerned by  the  fact that “scholarly articles and  clinical reports  have
scores or even hundreds of authors… [and] the precise nature of each individual’s contribution is often masked”
(Davenport and Cronin 770).   The authors suggest a concrete  method of “tagging and  categorizing scholars’
cognitive contributions” using a “taxonomy, embodied in metadata, and, where appropriate, embedded in texts”
(771).  This taxonomy would allow individual  contributions to be identified and  permit “both individual and
group activity profiles to be developed across an electronic corpus” (Ibid.).  Thus, for  Davenport and Cronin,
hyperauthorship presents problems of responsibility and credibility.  Their proposal would allow contributors to
experiments and reports to be identified and tracked by both the volume and content of their contributions to
their scientific pursuits.

 In the case of the literary text, hyperauthorship also suggests difficulties of responsibility and credibility,
yet it also permits the authors who occupy the virtual space of “Araki Yasusada” to be both fluid and multiple.
Ironically, perhaps, hyperauthorship outside of the hard sciences does not present a problem to be solved, but a
space for creativity and invention.  Simultaneously, though, the Yasusada notebooks self-consciously point to a
specific—but imagined— biography behind this virtual space.  Not only is the imaginary Yasusada biography key to
much of  Doubled Flowering’s  content, but  the notebook’s introduction also  claims that “[m]uch  of the
experimental impetus…  comes  from Yasusada’s encounter in  the  mid-1960’s with the poetry of the  American
Jack Spicer and the French critic Roland Barthes” (10).  In a text that seems in many ways either author-less, or
comprised of so many authors that Nussbaum’s “one-body-one-author” author can never be pinned down, it does
not seem coincidental that Barthes, who famously claimed “it is language which speaks, not the author,” in “The
Death of the  Author” would be  cited as a key influence (1467).  When  confronted with the possibility  of an
anonymous or unknown author in the Yasusada notebooks, only the text can survive: Doubled Flowering can be
understood as a text in which “language speaks, not the author” because Araki Yasusada, who never existed, can
never speak.

 When  confronted with the  possibility  of  many potential authors or collaborators in  the  Yasusada
notebooks, however,  the issue of authorship is foregrounded while  the text is of secondary importance.   The
references  to Barthes seem  tongue-in-cheek in this  case: an author who never lived—and indeed  never  lived
through a large-scale catastrophe like Hiroshima—can never die.  Moreover, a work that comes deeply connected
to its own authorial scandal  can never be divorced from the concept of authorship.   Indeed, nearly all  of the



academic work on Doubled Flowering focuses on the scandal of authorship the Yasusada case raises: critics like
Solt, who address the Yasusada author’s writing, dismiss the poems in favor of larger conversations of race and
authenticity.  In her article, “In Search of the Authentic Other: The Poetry of Araki Yasusada,” Marjorie Perloff
performs several closer readings of the Yasusada poems, but only after she fixes the identity of their author:

[W]hen American Poetry Review and Stand [both journals that published poems by Yasusada before the
hoax was revealed] recently demanded the return of their author’s payment, it was to Kent Johnson they
addressed their letters.  And since he is at the very least the middleman and facilitator of the ‘hoax,’ as
a matter of convenience, I shall refer to him here as its author. (Johnson 149)

Perloff’s impulse, then, is to reassign the scandal’s most obvious figure, Kent Johnson, to the figurative center
of the system of authorship.  In doing so, she assigns Johnson sole responsibility  for  the Yasusada notebooks.
What Solt and Perloff share is that both of their readings privilege the presence of the author over the presence
of the text.  This insistence suggests that the “death of the author” is  not an apt metaphor for the Yasusada
case: for Solt, the overwhelming presence of the  wrong kind of author  prevents  him  from  considering the
content of the notebooks as anything other than “Japanized crap.”  Perloff seems unable to address the poems
without first resurrecting the author.  For Perloff, demanding the presence of the most likely author secures the
text in the traditional “one-body-one-author” mode and allows her to address the poems within the notebooks.

Both Solt and Perloff’s readings hinge on the possibility of the single, fixed identity of the Yasusada
author.  Other critics, however, are far more interested in  the  multiple, flexible  possibilities of  Yasusada as
many authors.  For Bill Freind, the critical emphasis on the Yasusada biography stems from a moment in history
when, “[d]espite the pervasive influence of both criticism which stresses textual autonomy and art which seeks
to diminish the role of the artist… the Author perhaps occupies a more central role in the text than at any time
in history” (141).  Freind cites Marcel Duchamp’s ready-mades, compositions by John Cage and Jackson Mac Low,
and the work of the Oulipo poets as examples of work that foregrounds textual autonomy and diminishes the role
of the author.  Not only does the  Yasusada project  foreground the role of an author, it deploys  conventional
ideologies about authorship to  emphasize just how  much readers desire an author in spite of  criticism that
stresses textual autonomy.  According to Freind, the Yasusada project “offers a  means of both acknowledging
the continued desire of many readers for the presence of an author behind a work of literature while
simultaneously  calling attention  to  the  fictive state  of that presence” (138).  The  Yasusada case satisfies the
reader’s desire for an author behind the work, yet it creates an author who exists only to fulfill this desire.

Kent Johnson himself has remarked that the Yasusada project can constitute “guerilla warfare of the
heart against the ideology of the Author” (Freind 142).  Johnson indicates that the way authorship is deployed in
the  Yasusada  notebooks is not an intellectual  project, but instead “warfare of the  heart.”  This  perspective
suggests that the Yasusada text satisfies a reader’s  emotional craving for an author behind the text, and that
emotion can somehow overcome criticism that insists upon the importance of the text over authorship.  If this is
the case, then hyperauthorship might be understood as a means of fulfilling a reader’s desire for an author while
calling attention to the absurdity of this desire.  What kind of author does the reader want?  Does she want a
name?  A biography?  An identity?  A  persona?  Hyperauthorship  becomes an affective response to all these
desires: in the Yasusada case, it provides answers  to all  of these desires, yet in refusing to pin down a single
author’s name, nationality, or identity, it also demonstrates that the answers to  the desires are decidedly
hollow.

In addition to serving as an affective response to reading, hyperauthorship might also be understood as a
kind  of affective  mode of writing.  In a letter  to the pseudonymous Tosa  Motokiyu in February 1996,  Russian
critic Mikhail Epstien recommends the establishment of an “International Society (or Network) of Transpersonal
Authorship”  (Johnson 134).  Epstein suggests that membership  for this society could  consist of “those people
who feel themselves overwhelmed by different (and multiple) authorial personalities that want to be realized



through their transpersonal creative endeavors” (Ibid.).  That is, what Nussbaum imagines as the “one-body-one-
author”  model of  traditional authorship could begin  to look like “one-body-many-authors,” “many-bodies-one-
author,” or  even “many-bodies-many-authors.”  For Epstein, this  model is  only appropriate in  the  current
intellectual and cultural climate:

“Hyper-authorship relates to an author similarly to how hyper-text relates to a text.  Hypertext is
dispersed among numerous virtual spaces that can be entered in any order, escaping any linear (temporal
or causal) coherence.  Hyper-authorship is dispersed among several virtual personalities which cannot be
reduced to a single ‘real’ personality.  As thinking is always thinking “of,” without necessary
specification of the object, writing is always ‘writing by,’ but this ‘byness’ of writing cannot be reduced
to any biological, or historical or psychological subject.”  (Ibid.)

In Epstein’s model of  hyperauthorship, “Araki Yasusada” becomes a virtual space that can be entered by Kent
Johnson, Javier Alvarez, an author posing as Tosa Motokiyu, or even a “real” author created by the reader or
literary critic’s imagination.

 At the same time, the Yasusada biography that plays so pivotal a role in Doubled Flowering , serves to
authenticate the possibility of an author behind  the notebooks: if it  cannot be Araki Yasusada, it  must  be an
author who creates and writes the story of Yasusada’s life.  The tension, then, becomes one of an author whose
identity we desire, and a text whose importance is sublimated by  this desire.  This  tension reflects a  larger
conflict between a text with a fictional author and the possibilities of hyperauthorship, or the tension between a
concrete object with a fictional creator and the possibility for authorship as comprising a series of virtual spaces.
For critic Alan Liu, this  tension  might be  understood on a broader  context as the  tension between  literary
aestheticism or “the literary” and “the cultural  life  of information” (1).  Liu argues  that because we live in a
culture of information, “Literature as traditionally understood  no longer survives as an autonomous force” in
part because we live in an era that compels the “‘systematic abandonment of the established, the customary,
the familiarity, the comfortable’” (Ibid., 2).  Liu adopts Peter F. Drucker’s terms for this phenomenon: we live in
an era in which traditional understandings of “the literary” cannot survive because the only innovation is in
“creative destruction” (2).  That is, our current cultural condition demands that traditional understandings of
the literary be destroyed and re-imagined if literature is to survive in a culture of information.

 Liu’s  notion of “creative destruction” serves as one way to understand the importance of
hyperauthorship to the Yasusada notebooks: Doubled Flowering destroys the traditional concept of authorship—
and, through its emphasis on the Yasusada biography and reluctance to name the true author of the notebooks,
emphasizes and mocks  Barthes’s  notion of language, not an author, speaking.  In its place,  hyperauthorship
emerges.  To solve the whodunit of the Yasusada notebooks by assigning responsibility to a single author—or, as
Davenport and Cronin suggest, to treat the notebooks as a collaboration and to assign responsibility for individual
parts of the notebooks to their respective authors—  is simply to revert to the traditional model of authorship.
This is not creative destruction, but rather a particularly non-creative reversion to what is familiar, known, and
understandable.  Discovering the true Yasusada author might satisfy a reader’s desire for an author behind the
text, but solving the  mystery  ultimately seems no more satisfying  than the possibilities  hyperauthorship
emphasizes.  In both cases, simply answering the question of who the author is only foregrounds the desire for an
author.

 If hyperauthorship deploys many of the same models as traditional authorship, then what is at stake for
the  Yasusada project?  Doubled Flowering creatively destroys  the bombing at  Hiroshima by sublimating  it to
historicism; in doing so, Hiroshima  emerges as a site where an authorial  persona can be inserted and then
dissected:  the  events at Hiroshima are relegated  to an inaccessible past.  Hiroshima is then  posited as a
historical  fact, but  reimagined  through  the  testimony of an impossible, invisible witness.  Bill Freind suggests
that “Doubled Flowering begins by appropriating a Japanese voice, [but] as the work progresses chronologically



it drops the self-conscious orientalisms and begins to dismantle the persona of Yasusada-as-victim” (138).  Once
it has posited an authorial  voice, persona and identity, it seeks  to  undo all that it  has created.  In  doing so,
Doubled Flowering opens itself to the scandal of its own authorship.  That is, only in dismantling the authorial
voice  through inconsistencies and anomalies within  the text  does it  create a space for doubt and questioning
about who the author actually  might be.   The problems of  the text, then,  highlight the significance of the
author’s role even when the text works under the guise of its own irrefutable author: Araki Yasusada, Hiroshima
witness and survivor.

 At once, though, the Yasusada scandal questions the irrefutability of single-authored works.  How can
the desire for an author ever be fulfilled?  What can one ever know about an author besides the information we
know about Yasusada?  In seeking an author’s identity, we seek a name, a biography, a personality, and the
traces of these elements within the text.  And yet the desire for an author is consistently intensified by its lack:
there is a finite amount of information we  can know about any author.  The question  that the desire for an
author begs is just how much our knowledge of the author adds to the reading of a text.  In other words, how
much do we need to know about an author to interpret a text?  What do we need to know?  How does it help us
interpret?  In the case of hyperauthorship, authorial  personas, identities and biographies  have the potential to
merge and change.  What we know about an author (as represented by one facet of a hyperauthor) and how it
affects our reading of the text is at best temporal and at worst illusory.  The Araki Yasusada scandal ultimately
highlights the tension between knowledge of an author and knowledge of a text.  What hinges upon identifying
the author  of a text?   In the  case of Araki  Yasusada,  the answer is  clear: absolutely  everything and,
simultaneously, absolutely nothing.
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RUIN|MONUMENT

1,45,78 Untitled Candy 2006 Derek  Stroup  Digital  Photo

2 Total 2005 Maya  Schindler  Video  Still

3, 29 Best Buy 2006 Matt King Plaster, Atomic
Fireballs, Wood,
Rubber, Shopping
Bag, Paint

4 This Is Everything 2006 Maya  Schindler

5 Development Site, Lake Forest, Virginia 2005 Patrick  O'Hare  C-Print

6 Productive Cough 2006 Matt King Plaster, Screamers
(Candy), Hemlock,
Canoe Paddle,
Rubber Ball,
Shopping Bags

7 My Hardrive :2001-2004  Ben  Colebrook

8 Laurel Creek County, Refinery 2006 Michael Schall Graphite on Paper

9 Corner 2006 Nathan Heinlein Ink on Paper

10,36,44 The Door Keeper 2006 Sharon Paz Film Still

11 - Horn of Plenty : fragment 2007 André  Spears

12,14,16,18 Ruin 2006 Bernhard  Schreiner

20 Fatwood 2006 Nathan Heinlein Ink and Vinyl on
Paper

21 - Exploding Bodies, Fragmented
Territory: Hamas’ Martyr-Images and
Palestinian Land-Body Metaphors

2006 Lisa  Vinebaum

25,32 Callan 2006 Matt King Plaster, Wood, Mop,
Rocks, Potato Chip
Bag, String, Paint

37 Scenic Collection Facility 2005 Michael Schall Graphite on Paper

40 Beams 2003 Ben Polsky Brasspoint and
Graphite on
Rabbitskin Glue
gessoed Panel

41 Superstore, Waterbury. Connecticut 2004 Patrick  O'Hare  C-Print

42 Green Impala 2003 Ben Polsky Brasspoint and
Graphite on
Rabbitskin Glue
gessoed Panel

43 I Have A Dream 2005 Maya  Schindler  Formica

46 Proposal For a Future Monument To
Memorialize All of History Human or
Otherwise Offered in the Form of a
Condensed Novel

2006 Jeremy  Hoevenaar



47 Wilson Ave 2003 Ben Polsky Brasspoint and
Graphite on
Rabbitskin Glue
gessoed Panel

48 Heap 2006 Jessica Westbrook Chromira Print

49 Perryswood 2006 Nathan Heinlein Ink and Vinyl on
Paper

50 Twotowers 2004 Caitlin  Masley  C-Print

51 Wal-Mart, Pottsville, Pennsylvania 2005 Patrick  O'Hare  C-Print

52 Wood Pile 2003 Ben Polsky Brasspoint and
Graphite on
Rabbitskin Glue
gessoed Panel

53 Pigeon Shit Confetti 2006 Ruben  Verdu

54,56 Greyfield I, II 2004 Holli Schorno book cuttings on
mylar layers

55 Soldier 2006 Branden Koch Acrylic on Canvas

57 Christopher Columbus Tethered 2006 Pieter DeHeijde Wikipedia Entry

58 - My Body in Space/The Imminent
Philosophy

2006 Carrie  Paterson

61 Leningrad (with an excerpt of the poem
"Petrograd, 1919" by Anna Akhmatova
and featuring "The Monument to the
Heroic Defenders of Leningrad,"
St.Petersburg, Russia.)

2006 Carlos  Motta  Video  Still

62 Bognar 2006 Caitlin  Masley  C-Print

63 Salute 2006 Yamini  Nayar  C-Print

64 Childhood Bedroom 2004 Valerie Hegarty ctsy: Guild &
Greyshkul Gallery

65 Nothing can save me now. 2005 Tucker Schwarz  Thread, Muslin

66,98,105,107 Substations 2002 Derek Stroup Ink on Paper

67 - A Ruin Destroyed | The Birth of the
Neo-Liberal

2006 Sreshta/Rit  Premnath

70 Ledare 2006 Megan  Pflug  Xerox  Transfer

71 Unfamiliar Territory 2006 Yamini  Nayar  C-Print

72 US $1 2006 Derek  Stroup  Digital  Photo

73 You can't fall down the stairs two times
the same way

2006 Keiko Narahashi Mixed Media

74 C=E (C is the constant of light and E is
any referent as related to a viewer)

2006 Liz-N-Val

79 Palace 2006 Caitlin  Masley  C-Print

80 Threshold 2002 Valerie Hegarty ctsy: Guild &
Greyshkul Gallery

84,86,92 The World's Largest Wargame Table 2006 Timothy  Hutchings

86 Palace 2006 Caitlin  Masley  C-Print
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87 Somehow it seems never to be quite
enough.

2005 Tucker Schwarz  Thread, Muslin

88 Renovation 2002 Valerie Hegarty ctsy: Guild &
Greyshkul Gallery

89 Winston's Cabin 2005 Laura  Marsh  Mixed  Media

90 Leo (For Allison) 2005 Jason  Paradis  Watercolor,  ink,
colored pencil,
graphite, acrylic,
paint marker,
metallic pigment,
and mica on paper

91 Transmission (Lake Wanaksink), 2006 Jason Paradis Digital image on
paper

93 - The Disappearance of the Author? :
Hyperauthorship and the Case of Araki
Yasusada

2006 Kristen
Schaffenberger

96 Communtiy Tower East, 2006 Michael Schall Graphite on Paper

97 Oxygen Sensor 2004 Holli  Schorno  Digital  Print

104 Untitled (13 Stations) 2005 Jason Paradis Acrylic, Ink and
Pencil on Paper

106 Nothing can save me now. 2005 Tucker Schwarz  Thread, Muslin


